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PREFACE. 



In adiling a life of Coireggio to the series of Biographies' of 
Great Artists, I wish to say a few worda as to the way in 
wliich my work has been carried out. 

I have felt throughout my iuahility to write any artistic 
criticism, and when such criticism has seemed necessary I have 
generally confined myself to quoting tlio opinions of more 
competent authorities. For thia, and also for the somewhat 
meagre details of his life, I liave followed as closely as jwsaible 
in the steps of Dr. Meyer, the well-known Gennati critic. 

My aim has hcun to gather together the few facts known 
of this gi'Cat painter's life, with a brief notice of all bis chief 
works. If, in addition to this, I have succeeded in expressing 
jn any degree the wonderful chann I have myself felt in the 
puntings of this master, who is emphatically one of the 
greatest of colourists, and in inducing in the reader a desire 
to know more of his works, I shall be ninply satisfied. 

M. C. H. 

Jwte 1882. 
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CORREGGIO. 



CHAPTER I. 

EARLY LIFE AND EDUCATION— VISIT TO MASTUA — ISFLCENCB 
OF MANTEGNA, OF LEOSAUDO AXU OF FKAXCIA — BABLY 
V0RK8 ATTItlUUTBD TO niM. 

A.D. 1494—1514. 

IN writing a life of Antonio Allegri, ivUo is always 
known by tlie name of liis lii it h place j CoRRBoaio, the 
biographer has to begin Lj disproving manj' of the statements 
that have until now been most generally received reapeoting 
him. Very little is knowu witli certainty of the life of Ibis 
great painter, and, as if to make amends for the paucity of 
trustworthy information, tradition lias been doubly busy with 
his. name. Dr. Meyer however in his valuable work ' has 
greatly simplified the labour of succeeding biographers. He 
gives us a curious chapter on the various accounts that have 
Iwen given fcom time to time of Correggio's life j and by 
his careful investigations he has at length cleared away the 
' " Corregjio." Vod Julias Meyor. LGipiig. 1871. 



2 COBREQGIO. 

lemoina of tlie mass of falaehood, which had accumuhited 
aroimd the memory of the great master. He has also vindi- 
cated his character from the heavy charges of melancholy and 
avarice trought against it, and has shown him to us — not 
bowed down hy tho weight of poverty, oppressed hy the cares 
of his family, and dying at last from the eiFects of extreme 
parsimony learnt during his life-long struggle to obtain the 
means of living — but in his true position of a respectable, 
middle-class citizen, provided with all the necessaries, if not 
with all the luxuries of life and able to make use of the 
moat costly materials fot his art and to leave a sufficient 
maintenance to his children at his early death. 

Not a single account seems to have been written of 
Correggio by any one who was personally acquainted with 
him, or who had good opportunities for learning his history 
from his fellow-citizens and contemporaries. The earlier 
■writers, with Vaaari at their head, give us only vague and 
second-hand reports. They doubtless looked with the more 
pity on his humble and unpretentious mode of life from what 
they saw of the splendid position of tho great painters at the 
Pontifical court, Later writers added fresh tragic tones to the 
picture, until we find him, under the pen of Eesta, wandering 
poor and unknown through the cities of Italy, leaving every- 
where unappreciated proofs of his genius. In Germany at a 
later period he became tlie hero of a tragedy in which he is 
overwhelmed by calamity after calamity. In tlie eighteenth 
century an effort was made to raise him in the social scale by 
tracing his descent from an ancient and noble house. But 
this attempt has also failed, and Correggio has finally taken 
the less romantic, hut equally honourable rank, of a respect- 
able citizen of one of the smaller towns in Italy. 

That the family of the great painter was not in indigent oir- 
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mstances we learu from the most truEtworthy, though, alas ! 
inost uninteresting guide we have to help us through the mtae 
P^f traditions in which the biographer of Corteggio is in danger 
f being bewildered— the guide being none other than the legal 
■documents and parish registers preserved in his birthplace. 
Pellegrino Allegri, the father of Antonio, belonged to a 
family of that name long established in the small town of 
Corre^o, about twenty-four miles east of Parraa. His wife, 
who brought him a, small dowry of 100 lire, was Bemardina 
Piazzola, of the Ormani or Aromani family. In 1516, Pelle- 
grino purchased a clothier's business, and soon afterwards, in 
conjunction with a certain Vinccnzo Marianj, he farmed two 

I estates, for which he paid a yearly rental of 150 gold ducats, 
worth probably about 225/. at the present value of money.' 
Jl few years later, on his daughter's marriage with this same 
Tiucenzo, he paid the sum of 100 golden seudi as dowry, and 
in his will, made in 1538, he bequeathed to the daughter of 
ilia son Antonio 250 gold scudi. 

Our friend the parish register fails us at the outset, Ijeing 
unable to tell us the exact day of Antonio Allegri's birth, as 
it only dates from 1495, while the great painter was born ia 
the year 1494. Pellegrino seems to have intended his son 
■ to follow one of the learned professions, and with this view 
had him instructed in the usual elements of education by 
Giovanni Bemi, and in rhetoric end poetry by a professor 
from Modena named Battiata Marastoni, who had settled at 
Correggio. The father's plans were, however, frastrated: the 

I' Tbers is eome difficult; in ettiniating either tlia relative value or 
Ote eqaivdcnt worth at the prsaent time of the Italion coins of tlia 
Klteeoth century. It varied in dllfereut Iowdb. Bouglily ejienking a 
)Dcat waa worth about five lire. A Bcncio wiw equivnlent to a ducat, 
khich wag equal to about five English aliillitigs or aboat thirty Bbillings 
bf our present moaej. 
1^ 



yotmg Antonio aarly developed a. stcODg taste for painting, 
and the father wisely yielded and allowed the boy to follow 
the bent of Lis genius. It was not a new profession in the 
family, for a brother of Pellegrino, named Lorenzo, was a 
painter, though apparently but a very inferior one. 

Jjx the studio of this uncle, Antonio probably acq^uited the 
first principles of art. The science however, which he after- 
wards applied in a masterly manner, was studied under Giara- 
battista Lombard!, fonaerly professor of Philosophy and 
Medicine in I'errara and Bologna, but at this time president 
of a small academy or literary society established by Veronica 
Gambara, the second wife of Ghiberto of Corre^o, in that 
town. The high opinion entertained of Lombardi in Cor- 
reggio is shown by the fact that he was appointed one of 
the regency, when the Count quitted the town in 1511, in 
order to escape the plague. Under this competent master 
Antonio atiidied philosophy, mathematics, anatomy, and 
optics, and it is pleasant to iiiid that master and pupil 
remained firm friends through hfe.' 

The question as to who was Antonio's master is much 
disputed, and we will merely state the various opinions, with- 
out troubling our readers with the arguments on either side — 
especially as they are not 'susceptible of proof. The usual, 
and apparently most probable idea is that supported by 
Bigi, the latest Italian biographer, that he studied under 
Antonio Bartolotti or Bartolozzi, at this time head of the 
school of art in Correggio. Dr. Meyer however adopts 
the opinion of Meugs, which is that he was a pupU of 

3 One proof of the good understand ing between tbem ia that in 
1513 Lombttrdi presented Antonio A]legri with n geographiciil codei bj 
Berlinghieri, with the nuaxaa of both Limaeir and bis |iupU iascrihed on 
one of the pages. 






VISIT TO MANTUA. 5 

Francesco Bianclii, called rerrari — a painter, of tlie school 
of Francia at Moclena^who died in 1510. A third view 
is held hy Mr. J. A. Crowe, who thinks that AUegri 
may have studied in Parma, where his greatest works 
have heen loft, and " where Cima di Conegliano at one time 
cultivated an art that was subsecLuently confounded mth 
that of Leonardo, and where many pupils of the Paduan 
school practised on the Mantuan lines which recur in the 
earlier efforts of Correggio." However this may be, it was 
not for long that AUegri remained in any stiidio, as in the 
beginniDg of 1511 — his seventeenth year — he waa back in 
Correggio, signing his name in the baptismal records at the 
baptism of one of the Vizarini family. 

There is strong internal evidence to be found in AUegri's 
paintings that he was influenced not only by Francia in the 
formation of his manner, hut also by Mantegiia, Some of 
the moat remarkable cbaracteristica of hia style are first seen 
in Mantegna. The realistic effects of his backgrounds and of 
the figures flying in apace foreshortened from the point 
of sight of the spectator, are features peculiar to the school of 
Mantegna and were almost unknown to the great artists of 
Florence and Eomo. 

at Mantua that Allegi'i must have beou brought 

ider the influence of Mantegna. In 1511, hisnativetown was 
desolated by the plague — that terrible scourge of Italy during 
the middle ages. Pellegrino AUegri waa one of those who 
succeeded in making his escape with hia fomily, before the 
stem quarantine laws had made such an escape illegal.' 

< Bigi DcccpU tlie nEaertinii of the earlier Italian biographer Piin- 
gilconi, tliat Antonio n'^nl to Mmitiia in tLe suite of Munrredi, 
Count of Correggio, but Dr. Meyer, tLe severer Germun critic, considers 
that Paagileoni failB to prove bis cnee. and tliat Manfrcdi knew 

ibkbly but little of the joaiig Etailcnt at tbis time. 
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JlantuB, at that time, only five years after the 
Andrea Mautegna, was tilled with works of art, by that 
master and hia immediate followcra. The Goniaga family 
had caused their own palace and the palace of St. Sebastian 
to be adorned with the finest of Mnntegna's paJntinga. 
Besides these there were the magnificent collections of 
sculpture made by former marqiiiaes, to which had been 
added the pictures, cameoa and otl t llocted by 

Isabella d'Eato. These -works of art d p ally the paint- 
ings of Mantegna must have open d n w Id to the 
young student. He was now old gh nd fficieutly 

advanced to be able to obtain the f 11 b n fit f Mantegna's 
teaching. We do not know if h 1 I i 1 1 ona from 
I'rancesco, the son of the great master ; but as, even in hia 
earliest known works, there is no trace of direct imitation of 
Mantegna, and there is much of other influence brought to 
bear on him at the same time, it seems more reasonable to 
suppose that he studied independently of any master from 
the many masterpieces before him. 

This sojourn at Mantua could not have been a very short 
one. His family probably returned to Correggio after the 
cessation of the plague, leaving Antonio to pursue his studies 
alone. It would be deeply interesting to know mora of this 
time at Mantua, but oui whole information respectiug it is 
to be found in the great painter's subsequent works. These 
indeed show clearly the deep effect made on him at this 
time, and also help us to conjecture what other influences 
■were at work on hira simultaneously with that of Mantegna. 

The Marquis Francesco Gonzaga, a passionate lover of art, 
had in 1507, invited to his court the Ferrarese painter 
Lorenzo Costa, a pupil of Frnncia, and much thought of in 
Bologna. Both Dr. Meyer and Mr, Crowe consider that 
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Allegri must have associated muck 
fiuence of Francia would therefore (once n 
teen subjected to it in Modena,) b t 
the young painter ; and the classic 
manner, at tbe very time when it w 
effect, would he modified by the gra f th 

There is another possibility with renurd t 
which we should much like mo f m t It ia 

■u^eBtod hy the rjuestion as to iih d h AUegri 

learned so much of Leonardo da Tin m nn We know 
of no time when the two great masters could have met, or of 
any work by Leonardo that Correggio could have seen ; 
and yet that he did see some of them, even if he did not 
actually meet their author, admits almost of demonstration. 
Iti no other master of the time could Correggio have seen 
anything of the science of chiaroscuro, with which he after- 
wards produced such marvellous effects. And yet in his 
very earliest known worke, ho shows the power of chiaroscuro 
and employs it with skilfulness ever increasing, until he at 
last produces his marvellous NofU, the niglit scene of the 
Nativity. Without the aid of Leonardo, it is scarcely possiblo 
that even Correggio could so soon have mastered so difficult 
an art Dr. Meyer suggests that in some of the short visits 
that Leonardo was ia tbe habit of payiuf,' from Florence to 
Milan, he may have visited Mantua and Modena.* 

' It 19 nfcer this vUit to M]iiitua tlmt some biogmpbera introdnce a 
visit to Rome. Tlie earlier writers Vasari Hnd Lnmi both itnta 
positively tlmt Allegri never wm in Rome, Bud the contrary aseertion 
teems to have erlseo in it cnrions way. In tlie latter part of tlia 
jcventeeatli ccntary an It«1iiin pnest, Fatlier Reetn, made a collection of 
drawings by nnknoivn artiita. To cnliance tbvir valnc he fixed npon 
Correggio as their niithor, und then set himself to the dlfflcult task of 
proving their antbejiticity, although tbey uere in different styles and 
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It is always inteiesting to tmce the separats steps towards 
perfection of the great masters. Many efforts have therefore 
beefl made to determine the earliest works of Correggio. 
Pungileoni thinks that some frescoes which he had Been in a 
palace built hy Franceaca of Biandenhurg in IS07, had been 
partly painted by Allegri, Nothing however remains of them 
now. They are described as possessing some resemblance to his 
later works, particularly one cupola- — probably imitated from 
Mantegna's frescoes at Mantua— with figures foreshotteneil 
irom beneath. Tiraboschi gives a tradition current in his time 
in Correggio, that jVIlegri's first work was in a palace erected 
by Count Niccolb in the fifteenth century, and adomod 
with frescoes by order of Veronica Garabara. The palace 
had totally disappeared even in Tiraboschi's time, so here we 
have even less to judge by. That he did some work herb 
however is rendered probable by what is said in tlie 
manuscript chronicle of Lucio Zuccardi at the beginning of 
the seventeenth century; "In those days there lived one 
Antonio Allegri, an excellent artist, who painted the palace 
outaide the town which was the residence of Charles V," 

came fimii iliQcrcnt parts oF lul;. Ha ilcviEed a, long nod pathetic 
story of tlia painter's wnnderings from town to towu, and at luat inaliM 
him pau the jcars 1517 to 1B£0 at Borne, where lie Iraves sketclies, td 
-he sftervaida rollectcd by tli« Eaid Keata. He sa<:(^eded !□ gatniug 
credence for his tale, but in oi'der to estsblieli it b«;ond h doubt, ba 

n rote Id n priest in Coirrg'glo Baking him to obtain the Bigoatare of 
some of the chief eitizeua to a document nhicb ha eticloeed. Tlila 
dwument purported to be n statement by an old woman of ninety, that 
■she had beard it HFserted by onotber ivDman equally old, who in her 

turn had received it from a tbii-d, who had learned from the paister's 

wife that Autonio Allegri hud been to Kome to ttvAy painting. Thu 
storf reminds ns of tlie Bouse that Jack built, and we arc glad to hear 
that the good bargbers of Correggio rcfnced to give their antbority 

nch old wives' rabies. 




This, no doubt, woa the palace built by Count Niccolo, 
wliich is described as having been in the suburbs. If AUegri 
did really help to adorn this palace with bis work, it must 
have been between the years 151 6 and 1518, after his rotnrn 
from Mantua and before he went to Farnia, as his time 
afterwards is fully accounted for. In this case Veronica 
Gambara must have had the saga-city and honour to recognize 
the tfllent of the young painter, before he was Renerally 
appreciated. He certainly did not receive commissions from 
1 her at a later time, but, after the death of her husband in 
1518, she may not have been able to do much for him. 

Since the beginning of the seventeenth century, Allegri's 
residence at Mantua has been accepted as a fact. Uiligent 
search hns therefore been repeatedly made in the town re- 
cords and the church history of that town for some mention 
of the young student. All was in vain however, and con- 
jecture has fastened on the most pr b }\ tra ly to be 
obliged to give them up again. A g th e several 
[wintings in the vestibule of the chur h f S t Andrea, in 
the style of ^Mantegna, These are p d to be 
by Francesco, the eon of Manteg a. A p tro t of the 
Marchese Francesca Gonzaga has also b tt b t d to bim, 
but it is most unlikely that such a mm n w dd have 
been given to a mere boy completely k w t f me. We 
may safely conclude then that, whil th t t , Antonio 

I devoted himself wholly to study, and did not attempt to 

I obtain eommissions. 

Very few paintings remain wliich can, with any prol)a- 

bility, be attributed to AUegri before he appears as a master. 

. Meyer enumerates several, but easts grave doubts on the 

[ authenticity of all. One, which seems to have been probably 
I of his earliest pictnres, was brought over to England, 
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where it has disappeared, and is now only known by copies. 
This was of the Young Man on the Mount of Olives, who took 
to flight when our Lord was made prisoner. The copies are 
pronounced to be in the Correggesque manner, allowing for 
the youth of the painter. Another painting which is pro- 
bably genuine is now in the possession of the Duke of 
Sutherland. It represents two laden mules and a driver 
passing through beautiful scenery. It is unlike Allegri's 
usual style, but may have been done as a sign-board for an inn. 
Tradition says that it was painted to pay his reckoning when 
his purse was empty. The Portrait of a Doctm', in the 
Dresden Gallery is also ascribed to him. Almost the only 
circumstance in favour of the authenticity of this portrait is 
that it came from the collection of the Dukes of Modena : 
it has few distinctive traits of Correggio*s manner. Pungileoni 
supposes it to be a portrait of his old master and friend 
Lombardi. Very few other portraits have been ascribed to 
Correggio, and it is believed that none is genuine. 






CHAPTER IT. 



l-PIECB FOR THE FBAKCISCASS — OTHER EARLY SIASTER- 

FiECEa— "marriage of st. Catherine" — pabma in 

; EARLY SISTEESTH CEKIURV — TOE COSVEKT OP SAN 
FAOLO AND TUE CAMERA OF CORRECiGIO— DEATH OF H18 
UNCLE — LAWSUIT — MARRIAGE — BIRTH OF H13 CHILDREN 
— EASEL PICrUHES — " LA ZIKGARELLA " — " MADONKA 
DELIA CEHTA " — OTHER MADOKKAE — PURCHASE OF A 
HOUSE IN COBRGGGIO — " ECCE HOMO " — " CUBIST ON THE ' 
MOU.NT OF OLIVES." 

A.D. 1514 — 1621. 

to wnit Ijefore 
recognition in his own toivn. The earliest of his undis- 
puted works in a, proof of this. A document atill in eiistence, 
bearing the date July 4th, 151i, states that Quirino Zuccardi 
bequeathed a house to the convent of the Franciscan 
Minorites, on condition t!iat they had an altar-piece painted 
for the adjoining church. It was afterwards ananged that 
the heir-at-law of Zuccardi should take the house, and pay 
the Franciscans a sum of money sufficient for the picture. 
Thus provided with the requiHite funds, the brothers 
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naturally looked out for the best painter to be found ii 
neighbourhood ; and that tlieii choice fell on the young 
Antonio Allegri, now twenty years of age, shows both their 
diacemment and also the reputation already acquired by 
the young master. All the documents relating to this 
first master-work have been carefully preserved. The agree- 
ment with the painter was made August 30th, 1514, by 
which he was to receive 100 ducats, one half to bo paid 
at onco, according to tlie custom of the time, and the other 
half when the work was completed. As Antonio was a minor, 
his father's name is also appended to the agreement. The 
work was however not begun immediately. This is shown 
by the agreement for the panel, on which it was to he 
painted, and which was promised for Xov. 4tb, In the convent 
books an entry of April 4th, 1515, records the payment 
of the second half of tho money, showing that the work was 
then finished. It must then have taken about six months. 

This altar-piece is the celebrated Madonna of St. Franrjg 
of the Dresden G-allery, It is on this picture — executed 
before Allegri's style was thoroughly foruied — that the 
various theories as to his early masters have been founded. 
Dr. Meyer finds in it a resemblance to a painting by Bianchi 
in the Louvre, which represents a Madonna seated on a 
pedestal holding the Infant, and with a saint on each side, 
and where, as in Allegri's St. Francis, there are medallions in 
grisaille on the base of the pedestal. Pungileoni finds in 
the same picture a resemblance to the altar-piece painted by 
Eartolotti in 1511, representing the Madonna with SS. 
Francis and Quirinus, now in the Estense Gallery at Modena. 
Whatever theories however may be founded on it, all critics 
agree as to tho merits of this first master-work. The 
Madonna is represented seated on a throne placed on a 
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raised pedestal and holding the Divine Infant with one hand, 
Vhile tfie other is extended in blessmg over the head of St. 
Francis. The throne is placed under an arch, supported on 
T side by a column, and through the open archway ia 
an ij^dulating landscape. ' A ring of faint chei'ubs' 
B encircles the Madonna, while below her stand on one 
^de St. Praacis with St, Anthony of 1'adu.a, and on the 
i«ther St. John the Baptist and St. Catherine with a sword 
palm-hranch. The high price paid for tliis altar-piece 
[^R)lO'wa in what consideration the young artist was held. 

This picture difi'ers mueh in some respects from Allegri'a 
■aubeequent works, and in one point the later pictures con- 
Itraat disadvantegeoualy with it, as in this we find more 
rreiigioue sentiment than in his later works, though accom- 
fyanied by a certain conventiooality afterwards entirely 
1 discarded by him. 

Another smaller painting belonging to this time ia tho 
I- fiepwse ■in Egypt. Of this work Bigi says that " it forms an 
'■epoch in the life of Corteggio, because, in the opinion of all 
I connoisseurs, it is the passage between the Mantegnesque 
land the really Cori'eggesr[U6 styles," The original of this 
Eirork is usually supposed to be the one in the Tribune of 
I tiie Uffizi Gallery in Florence, and in the catalogue of that 
leolleetion no doubt is expressed as to its genuineness, hut it 
1 18 certainly donhtfuL Dr. Meyer pronounces that the com- 
[ position of this painting is undoubtedly by Allegri, but that 
I the colours are too glaring, and tho figures somewhat loo 
I lieavy,to^ allow of its having been p'ainted by him. He there- 
I fiiTB- pronounces it to be an old copy. 

Several other pictures have been attribated to this period, 
I iiut, as they have disappeared, we will riot ent'er into tho 
I controversies regarding thera. Amongst those, however, we 
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can hardly place a painting executed ui 1517, whioh i 
presents St. Martha in eomjiany m'th St. Peter, St. Mary 
Magdalen and St. Leonard, No record has been preserved 
of the fate of this picture, unless, as many suppose, it iB 
identical with the one attributed to Correggio in Lord Ash- 
burton'a collection, and known as St. Peter, Sf..._Mpry 
Magdalen, St. Margaret and St. Anthony of Padua. This 
seems highly probahle, as the latter agrees in all respects 
with the account that Lanzi gives of the former. Dr. 
Waagen, in his " Treasures of Art in Great Britain," pro- 
nounces it to be probably a work of Correggio'a early period, 
although it differs in some respects from his usual style. 

That Allegri's style was at this time rapidly maturing, 
is shown by an undoubtedly aathentie work, belonging 
probably to 1517, the Mystic Marnaye of St. Catherine, of 
which there are three replicas .or copies. Of these three, 
that in the Louvre is undoubtedly genuine, and differs in 
some points from the two others, which however are not 
iticol. One is at Naples, the other in the Hermitage 
•i at St. Petersburg. Dr, Meyer points out that it would 
not be surprising if AUegri did in reality repeat this sub- 
ject several times, as it was one thorougldy in accordance 
with the special character of his genius, but there are some 
doubts expressed as to the genuineness of the St. Peters- 
burg painting : Waagen considers it a pupil's copy of the 
Naples picture, although there is an inscription on the 
back (which may however have been added at a later time) 
stating it to have been painted by Antonio Lieto da 
Correggio,' for Donna Matilda d'Este in 1517. The three 

1 Correggio, folloiving the fasliian of liia time, oftea Latiaized hia 
mc. As allegro maatis joyoiia in Italian, he frequently aign* himself 
by the Latin equivnleut laeliu, or even by the Italian liffa. 



r 



MAKRIAGB OF 8T, CATHKKISE. 



15 



pictutes differ iii some reapccta, Tiut those of I^faplea and St. 
Petersburg are almost identical. There are several stories told 
of their origin, but, as they are absolutely destitute of proof, 
the leader may accept them or not aa he pleases. The most 




probable aeema that in which the St. Catherine is painted as a 
wedding present for his sister Catherine on her marriage with 
Yincenzo Mariani. She appears to have been married in 
1519 £Lnd the probable date of the picture is 151S, Another 
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of tte tale represents it to have been given as a 
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/ mark of gratitude to a lady named Catherine, who had. 

nursed the painter through a severe ilhieas. 

Of another work supposed to have been painted in thg 
same year, 1518, not a trace now remains; it was an altar- 
piece, representing the Birth of the Virgin, given to the parish 
church of Alhinea by Giudotto di Kineopo, 

The time betw nI513 an 11518 appears to have been passed 
by Allegri in C rr ^n nd ts immediate neighbourhood. 
These years mi t t nly h e been devoted to hard work, 
for his progress m h t marvellous, although little 

remains to sh th tep Vy which he advanced. In the 
early part of 1 "5 18 h w ho went to Parma. This 

seems to have been the first time that he remained for any 
length of time in that city where be was destined to leave 
such memorable works. He now went by invitation to 
execute a commission for the Abbess of the Convent of San 
Paolo. 

Before entering on the subject of Allcgri's works in Farma, 
perhaps it will be as well to make a short digression to 
show in what circumstances the city then was. 

The old Etruscan town of Parma was at this period a 
prize eagerly coveted by each of the great Powers who in 
turn ravaged the fertile plains and rich cities of poor Italy. 
Her rich meadows, fat cattle and the silk for which she is 
still noted caused her to be looked upon as a very desirable 
possession by the Pope, the King of France, and the Emperoc 
of Germany. Ever since the fall of the Western Empire, 
Parma had been under the dominion of an endless succession 
of foreign masters. During the wars with the Empire she 
generally sided with the Popes, and the Emperor Frederick 
II. was defeated under her walls hy a coalition of Italian 
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towns in which Piirma took a prominent part. The city 
waa taken by the French during the invasion of Louia XII., 
but waa recovered by Pope Julius II. and added to the 
dominions of the Papal See in 1512, Leo X., who suc- 
ceeded to the Pontificate in 1513, bent upon the aggran- 
dizement of hia own family, waa trying to arrange a kingdom 
for his brother Giuliano in the north of Italy, the nucleus 
of which waa to be Parma, Piacenza, Reggio, and Modena. 
After the defeat of his allies, the Swiss, however, at 
Marignano in 1515, Leo waa forced to give up Parma and 
Piacenza to Francis I. ; and Parma enjoyed a few years of 
troubled rest under the foreign joke before the French were 
tinally expelled from the Milanese and adjoining towns by 
the coalition of Leo X. with Charlea V. in the year 1521. 
It was therefore during the French occupation of Parma 
that Allegri first settled there, and, as we shall presently see, 
his labours there were at one time much hindered by tho 
disordered state of the country, 

Parma, notwithstanding its many changes of rulers, would 
seem to be comparatively little altered from what it was 
in the sixteenth century. It would even seem that the 
railway-station outside the Porta Santa Earnaba had made 
but little difference to the quiet, rather sleepy town, as 
the great stream of passengera and tourists passes on to 
Bologna, without caring to stop to examine the many 
treasures concealed beneath the cupolas of the Cathedral and 
Church of San Giovanni Evangelista, and in tho Ducal 
Palace. 

The streets, piazzas, principal churches, rambling and 
eomewhat dilapidated old Palace, and venerable Cathedral and 
Baptistery (one of the finest in Italy) look much the same 
now, as when the young artist approached the city by lh« 



18 CORRBGGia 

straight, dusty road from Keggio and passed under tha Pori* 
San Iklichele and along the nide street which divides the 
town into two parta. The bridge then, as now, spanned the 
shallow river Parma (a small tributary of the Po), with its 
many sandbanks only hidden in a time of Booi when the 
yellow, turbid waters rush rapidly by, almost filling the low 
arches and threatening to carry the bridge away bodily with 
it. The convent of San Paolo, where Allegri was to b^in 
his labours in Parma, is in the Via Santa Lucia, a quiet 
Mde-street near the Piazza, where stand grouped together 
the Cathedral, Baptistery and Church of San Giovanni. 

When Allegri came to Parma there was no master of any 
celebrity in the town. So doubt the conalant change of 
government and the foreign riders, whom it then served, 
made Parma an undesirable abode for artists. Only residents 
in the town, or those who had been long settled there, would 
be seen within its walls. Accordingly we find that in 1518, 
the greatest masters — Cristoforo Caselli, a pupil of Giovanni 
Bellini, and Lodovico da Parma, a painter of the school of 
Francia — were past their prime, whilst Alessandro Araldi, 
also an old man, having been bom about 1 405, and one whose 
decorative works adorn another room of the s-nmo convent, was 
only great in decoration, as his outlines are too hard for figures. 
The Mazzola family, Michele, Pierilnrio and Fihppo (the 
last the father of Parmigiano) were also in Parma, but the 
elder generation never attained to any great distinction, and 
the younger members of the family adopted the manner of 
the new master. 

The nuna of San Paolo enjoj-cd a strange kind of celebrity 
at this time. Since the days of Frederick II, they had 
possessed special privileges, and among others that of being 
independent of their bishop. The fact of the abbess thus 
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possessing almost uulimited power made the position much 
Bought for by ladies belonging to noble families, and dire was 
the jealousy among not merely the rival candidates, but also 
among their friends and relations. So notorious had become 
the disorders in the convent that both Julius 11. and Leo X. ■' 
placed it under ecclesiastical restraint, thinking thus to put 
■II end to the scandal ; but the sisters, with the abbess at 
leir head, quietly refused obedience to their eccleeiastical 
iwiperiors and matters went on as before. In 1507, Giovanna, 
daughter of the patrician Marco Piacenza, was elected. Thi» 
lady fully kept up the reputation already possessed by the 
sisterhood by her love of luxury and determination to have 
her own way in everything. Her first measure did not 
certainly show any signs of a conciliatory policy. This was 
to remove the custody of tbe convent estates from a Carim- 
berti, whose family had long held that office, and to give it 
to a relation of her own. The Garimberti family, naturally 
loath to relinquish so profitable a charge, seems to have 
resisted the decree of the new abbess, and one of them was 
murdered by the new inspector aided by the brother of the 



Such was the lady who now called in to her assistance the 
rising master from Correggio. She had been for some time 
past engaged in building new apartments for her private use, 
and did not feel at all inclined to restrict herself to the 
religious subjects ordained by custom as befitting a convent. 
The fashion of the day turned to mythology, and from 

I mythology she drew the subjects for the decoration of her 
fooms. She obtained the help of the best artists within her 
reach. For an architect she chose Giorgio da Erbe ; for a 
■cnlptor Francesco da Grate, and for a painter Alessandro 
Araldi, "With the last, however, the Abbess does not 
c 2 



appear to have 1)6011 satisfied, as for the last room she took 
the work irom him and entrusted it, as we have seen, to 
AUegri. 

This commission must have been doubly gratifying to 
Correggio on acuount of the honour and emolument to be 
acquired from it, and also of the subject being strictly in ac- 
cordance with his own tastes. *Hi8 genius was so essentially 
original that it was very difficult for him to be bound by 
the strict rules of conventionality in any subject. We have 
seen hia marvellous power, while a very young man, of 
learning the secrets of other masters' success and making • 
them his own without the least tendency to servile ] 
copying. In conventional religious pictures it was most 
difBcult to be entirely original. He therefore boldly threw 
aside all conventionality and in the sacred subjects, which 
constant demand obliged him to undertake, he almost 
wholly confined hie attention to attaining the greatest ; 
physical beauty possible, while rendering spiritual signifi- 
cance a secondary object 

The reaction, shared by most of the great painters of the 
rime from the earlier style where spiritual significance waa of 
primary importance, was due no doubt in a great degree to the 
general awakening and revolt against the load of superstition 
with which the Christian world was laden ia the beginning of 
the sixteenth century. In Germany and England it produced 
the Reformation ; in Italy, where many would-be Eeformera 
were unheeded or sternly repressed, there came in, with the 
new freedom of thought, a flood of incredulity and licence 
and, in some instances, almost a return to Paganism — in 
words at all events. Correggio seems deeply to have felt 
this inSuence of the time. He paints religious subjects, but 
they are treated in an increasingly secular manner, and h« 
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appears glad to escape from vrhat ho felt to be the trammels 
of Bacred art into the realms of mythology. 




I own element. Dr. Meyer says of him ; 
iqnDceiitly and uncouscioualj' a bom , 
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heathen" and he revels amongst the gods and goddi 
classic story which the lady had chosen for this room. 
It was a square vaulted room imperfectly lighted by two 
small casement windows on either side of the large high fire- 
place. Over this fireplace, Allegri placed the exquisite 
picture which was to give the key-note to the whole room — 
Diana returning from the Chase. The goddess is repre- 
sented in the act of mounting her ear while it is moviag at 
\ full speed drawn by two white does, whose hind legs alone 
are visible. The wind catches her mantle, and her knees are 
still bent in the act of springing lightly to her place, while her 
face is turned to the spectator. 

The vaulted ceiling is in sixteen compartments separated 
by gilded flutings which are nnited in the centre by a key- 
stone or rose, showing the arms and initials of the Abbess 
Hurrounded by a wreath. The sixteen divisions between the 
raised flutings are somewhat hollowed out, and are each filled 
with trellis work, on which vines are trained, and &om which 
hang clusters of grapes. In each division ia an opening and 
through these the blue sky is visible, forming a background 
to a group of children — two, sometimes three, charming little 
putli romping in the most nnoonstrained attitudes. They 
appear to have stolen some of the goddess's hunting imple- 
ments, and are thoroughly enjoying a game with her horns, 
hows and dogs. Beneath these are semicbcular lunettes with 
one or more figures taken from mythology and bearing hut 
little on the general subject of the room. These are all in 
grey, A frieze is formed by a border of loose cloths attached 
to consoles below each lunette, and bearing dishes and goblets. 
This would seem to indicate that the apartment was to ba 
used as a dining- 
All the paintings in the room are in remarkably good 
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preservation — a fact no doubt partly owing to its having 
been long shut up. 

At the death of Giovanna in 1574 the Convent was placed 
under eccIesiaBticoI authority. It was cloistered up, and for 
more than two hundred years it wns almost impossible for 
any one to penetrate into the ifloma where such treasures lay 
concealed. Vague rumours were current that there were 
paintings of great value in the Convent, and the Cairacci 
tried hard to obtain admittance, but ia vain. Mengs how- 
ever saw them and gives a description of the paintings in this 
room in a letter to a fiiend. Tiraboachi was unsucceaafnl in 
obtaining a sight of the pictures and owes the full description 
of them, which he gives, to a friend — a painter named Antonio 
Bresciani, who, when engaged in aomo work in the Convent 
Chapel, found an opportunity of inspecting the concealed 
treasures. Tirahoschi's account of tliera excited the attention 
of those who mere interested in art, and in 1 794 the Academy 
of Parraa obtained the long desired permission to examine 
the paintings. A deputation, consisting of all the professors of 
the Academy, accompanied by the engi'aver Eosaspina, ac- 
cordingly entered the Convent and inspected the paintings. 
They were unanimous in pronouncing them to be the work of 
Correggio. A long description of the paintings with a full 
account of the discovery was afterwards written by Aff6.° 
' Tlie fame of the young painter was now firmly established 

I Farma, as well as in the immediate neighbourhood of 
/ Correggio. Commissions came in more quickly, and there was 

fear of want of work. Hia fortunes too seemed improving 

* Since the euppression of theConveDt, the Camera di Saa Paolo, ai 
H called, liBB been thromi open, and tlie visitorB have now only to aak 
p- the k^ of the AcrKlF^mj- to obtain frt'C tidiniesian to tlie ouce 
Bnilj-gunrded treiienrca. 
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in other Tvaya, In Febniary 1519 his maternal uncle 
Francesco OrniQiii bequeatlied all his property, including a 
house in the Eoigo Vecchio of Correggio and several acres of 
land in the same district, to " his excellent nephew Antonio 
AUegri as a reward for hia merits and for the pecuniary assis- 
tance he had afforded in the necessities of his uncle, as well 
as heing a proof of the esteem in which the donor held his 
mind and heart." 

The uncle died May 4th of the same year, but the artist 
did not peacefully enter into his heritage. The will was dis- 
puted by a member of the Ormani family, who had expected 
to benefit by it, and on December 10th, 1521, it was agreed to 
refer the question to two umpires. The umpires however did 
not aid matters, as one decided in favour of each claimant, and 
no choice was left but an appeal to the law. Tlie lawsuit 
dragged on until 1 528, and was then only terminated by order 
of Jfanfredo, Lord of Correggio, who decreed a division of the 
property. Eomanello, who had begun the suit was now dead, 
but his sister rooeived as her sbare the house and fields in the 
Borgo Vecchio, and Antonio AUegri an estate belonging to 
the district of Correggio. Antonio afterwards purchased the 
land, and very possibly the house also, as iit 1650, long after 
his death, his son sold a ho.nse in the Boigo Vecchio. 

In the course of this year 1519, AUegri must have paid 
frequent visits home. His uncle's deed of gift in February 
bears his signature, as well as two documents in September. 
His sister's marriage too, probably took place during this 
year and was quickly followed by his own. He was how- 
ever occupied with commissions in Parma between these 
visits, but it is not surprising, considering the numerous 
interruptions he must have had, that there are not many 
paintings of that tirae left. 
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The young girl whom he married was Girolama Franceaca, 
daughter of Bartolommeo Merlini di Braghetis, {armbearer to 
the Marchese of Mantua,) who had fallen in the hattleof Taro 
in 1503. The bride was oidy sixteen, aud we are very 
possibly familiar with her face and form in some one of the 
many lovely Madonnas and Baints that Corre^io piinted at 
this time. But although a later tradition points to one of 
these, of which we shall apeak presently, as her portrait yet 
it ia— aa usual with regard to all that interests ua ia Correggio 
■ — the merest guess-work. 

Girolama brought him in dowry the not inconsiderable 
sum for those days, of the value of 263 ducats in land, and 
the half of a house valued at 60 ducata. It was not until 
July 21st, 1521, however, that business affairs connected with 
this dowiy were settled, and in the meantime Girolama had 
monetary transactions with an uncle Giovanni Merlini, who 
would appear to have been trustee. Sonie time elapsed 
before Antonio derived any benefit from her fortune, aa the 
property was not divided until January 1523, and then a 
part of Girolama's share was claimed by some relations, and a 
freah lawsuit was needed to establish her right. 

After his marriage, Allegri was obliged to return to Parma 
to execute some commissions, leaving liis wife in Correggio, 
where she was detained by the business with her uncle. 
Her firet child Pomponio was born at Correggio on September 
3rd, 1621, and his father's old friend Lombard! stood god- 
father to him. The second child, a daughter, Francesca 
Litizia, was probably bom after the wife Lad gone to 
live with her husband, in Farma, as we find that one of 
her godfathers was Giovanni Garbazzi, physician to the 
convent of San Giovanni, This daughter was after- 
wards roanied to a certain Pompeo Ernnorio, The third 
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child, a son, who died young, was bom at Parma in 151 
and the fourth, Anna Geria, was also bom at Parma in 1527. 

Whether it be true or not that Allegri, as so many attista 
dill, took his wife and children for models, we may feel quite 
sure that he loved children, fnr no one could have depicted 
the grace of childhood as he has done, without feeling 
afl'ection towards them. He tliought, with all lovers of 
children, that their mirth jars less on the feelings in sad or 
solemn scenes than that of older persons, and he never 
hesitates to introduce their gambols even in the most solemn 
of his sacred pictures. 

Most of the geimine easel pictures by Correggio belong 
to the years 1519-21 : they are chiefly small paintings 
representing tlie Madonna with the Infant Jesus and St. 
John the Baptist. For these, Allegri probably found a rapid 
sale, and the subject was forced on him hj the demand. That 
he did not himself prefer the convention:il type of religious 
painting, is clearly shown by the greater originality and 
freshness thrown into his works, when he has greater liberty 
in the subject. These Madonnas have much similarity ia 
composition, and they were probably painted as rapidly as 
was consistent with the most careful finish, and with his other 
engagemMits. A traveller writing in 1587 saya that he saw 
in many towns of Lombardy works by Corref^io, carefully 
treasured. This would show that orders came to him from a 
distance and that his name was becoming known beyond 
Parma, though probably few commissions came from wealthy 
connoisseurs in art. 

Two large Madonnas have been ascribed to this time, but 
it seems doubtful if either of them was really by Correggio. 
One of these, a Madonwi wifh the. finiv Patron Sainta of 
Pm-m.1, bought by Duke Jfehi of Milan. Dr. Meyci 
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nounccs to lae more tiiaii doubtrul. The other was one that 
Mengs menliona as h.iving seen in the Pitti Palace in 
Florence, a Madnmia liolding the Infant in her amis and St. 
Christopher standing by about to take Him on his shoulder. 
jVIenga thought that the compasitiun was in Correggio'a 
style but not the execution. The Noli me tangere of the 
Madrid collection is genenlly thought to be authentic, but 
even this is not quite beyond euspicion. It represents the 
meeting between our Lord and St. Mary Magdalen aftei 
the Resurrection The scene is placed in a richly wooded 
country, and the two figures are radiant with health and 
beauty. The figure of our Lorii, however, haa given rise to 
Bome doubts, oa it is scarcely pqual to Correggio's usual 
work, but this would not be enough to discredit the authen- 
ticity of the picture if its history could bo clearly traced. 
This unfortunately is not the caae, as it has passed through 
many hands. One of its possessors was shocked with the 
scanty clolbing of the Magdulen, and covered her up with a 
thick coating of paint. This has been since removed, but it 
doubtless adds to the difficulty of deciding the real author- 

The Mndoitna aiJoriiig tht Tiifant Jcmiii, the well-known 
picture in the Tribune of the Uffizi at Florence, is the 
only indisputable work by our master in that city so 
rich in masterpieces of most of the Italian painters. It 
is not in bis latest style, and must have been executed 
before the grand frescoes in San Giovanni. Jlengs con- 
siders the painting of the face and hands of the Madonna to 
be weaker than in most of Allegri'N works, but it is difficult 
to criticize it severely in Florence, where there are no other 
works by the same hand with which to compare it. It is 
certninJy a charming little picture, though not by any means 
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tha one that would have heen chosen to repreeeat Allegri ia 
that cabinet of masterpieces. In this picture Maty ia kneel- 
ing en a low step in front of the Child, for whom ehe has 
formed a little bed with somo straw, laid on ono end of her 
o^vn long veil, the rest of which is passed over her head and 
round her body. Her hands are about to be clasped in 
adoration. The background of this traniiuil scene U filled 
with a beautiful landscape. 

Another of the Madonna pictures of this time is one in 
the Naples Gallery, known by the name of La Zinijarella 
or the Gipsy — from the turban-like head-dress and Eastern 
costume of the Madonna. It ia aometimea called also the 
Madonna del Coiiiglio, from, a little white rabbit, which ia 
Bitting up watching the group. If the last-named Madonna 
can be accused of being too pale in its colouring, that cannot 
be said here, as the colouring of the Zinijarella is most bril- 
liant, and the flesh tints are deeper than usual, in accordance 
with the Eastern character of the picture. The Virgin is 
sitting under a palm-tree in a lovely landscape, holding the 
sleeping Child on her lap. She is bending over him, soothed 
almost into slumber by the tranquil beauty of the scene, 
while an angel — one of a group that is hovering above them 
— shades her from the sun with a palm branch. It is this 
lof ely young Madonna that tradition pnints out as a portrait 
of the painter's wife, and we are at Hberty to believe it, 
if we like, as history, though it does not confiim, yet does 
not contradict tradition in this case. But Pomponio her 
eldest son was not born until 1521 and the picture appears 
to have been painted in 1520, bo, though Allegri may have 
taken his wife for a model, he could not have painted his son 
as the divine Infant, 

To English readers, the Madonna della Casta in out i 
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own Ifational Gullery, is well known and needs but little 
description. It probably belongs to the same year 1520, 
and is a most happy and beautiful picture of family life, 
although there is but little attempt at religious feeling in 
it Joseph is represented in the background engaged in 
carpentering, while Mary is dressing the Infant. Beside 
her ia the basket filled with working materials, which gives 
its name to the picture. The Madonna undrpgaing the Infant 
Cliild which is in the collection of the Marchese Cesare 
Campari at Modena, may have been intended as a companion 
picture to this, though there are doubts as to its authenticity. 
There seems no particular reason for the general practice of 
attributing to this time the Madonna and Child, with St. 
John tlic Baptist offering fruit, of which there are several 
replicas, all apparently by the master himself. One of these 
is in the Collection of Prince Torlonia at Eome ; another in 
the Gallery at Buda-Pesth, To the latter is added a 
little angel with outstretched wings who offei-s pears and 
cherries to the Infant; the picture has suffered a good 
deal from time and from restorations, but it is said that the 
painting of the hair alone would te enough to mark it as the 
■work of Allegri. Much stress was laid upon the painting of 
hair at this time, and the contemporaries of Correggio greatly 
admired hia work in this respect. Vasari says : " Among 
other peculiarities, Correggio had that of painting the hair 
■with great facility, and has shown to later artists the true 
method, whereby the difficulties of accomplishing this point 
mny be overcome." The third replica of this Madonna is 
in the Hermitage at St. Petersburg : it is painted on a 
panel and is narrower and higher than the others. It 
is in very good preservation and there is no doubt as to its 
genuineness, ^ ^ 
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Many more Jliiloimas bear the name of Correygio and are 
nttribnted to this time, iji the various collections scattered 
ovec Europe, but few can bear tbe strict teats to which his 
pictures are now subjected. The origin of most of these was 
the great and often ignorant demand for " Correggioa " in the 
eighteenth century. Xhe public insisted on having genuine 
Coireggios, and as they were willing to pay for thera, they 
found dealers only too glad to supply as many as they Hisbed 
— although, unfortunately, no old ones were in tiie market, 
A curious Olustration of this wilful blindness on the part of 
putchaaere of pictures, is shown in the history of the painting 
from which Morghon engraved his Oharitij, 

In 1786 Chriatoph Unterbei^er, a painter at Rome, sold 
the original picture of this CJiaritij to a dealer, as the work 
of his brother. The dealer however preferred to consider it 
a Corre^o, and perauaded others into that belief. It was 
engraved by Morghen from a drawing made by Alcxandec 
Day, an English miniature painter, then resident in Eorae. 
In 1795 Prince Esterhazy saw it and agreed to pay for 
it the sum of 1200 ducats, if it proved to be genuine. The 
question was referred to Ignaz Unterberger, who showed 
beyond doubt that it was his own work. Even this did not 
convince every one, and the picture was at length bought by 
Lord Bristol for 36,000 lire, a sum equal to about 1400?. of 
our money. 

The year 1521 was a very unsettled one for Allegri, 
although he had probably ali'eady begun his great works in 
San Giovanni. "We find that he purchased a horse and must 
have passed mueh of his time in Correggio, as his signature ia 
attaehed to the settlemeut of his wife's dowry on July 26th, 
1521, It was in August of this year that the French were 
driven out of Parma. For a short time the town was 
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bcsiegeil, anil Allegri ptobalily TEniained iluiing that time 
in hia native town, with hia young wife, whoso first child was 
bom in September. Business- matters also detained him in 
Parma at this timp, aa a document proves that he at that tirae 
engaged a new advocate in the lawsuit hy whieh he Bought 
to recover the property left him by his uncle. Tn November 
he was still in — or possibly had returned to Correggio, aa 
hia name appears among the witnesses to a legal document. 

Although the great works, of which we shall speat in the 
next chapter, must have been brought to a standstill during 
this long absence from Parma, yet some of the easel pictures, 
of which we have already spoken, would doubtless occupy 
much of hia time. There are also two other paintings of a 
somewhat difTerent character, which seem also to belong to 
this time. One of these ia the Ei-ce Homo, of the National 
Gallery. This picture has had a rather singular destiny. 
Some art-critics are now of opinion that it ia only a copy, 
made by Lodovico Carracci, that we are so carefully guarding 
among our national treasurea, and that, in the admiration 
excited by this copy, the original has been lost sight of, and 
has actually disappeared ! It is some consolation to think that 
if it be a copy, it is a copy by a master and waa for many 
years thought to he genuine. It waa bought as such by the 
Maniuis of Londonderry of Caroline Bonaparte, the widow of 
Murat, King of Naples, who had acquired it from Sir Simon 
Parke, who liad bought it. Wa.agcn iii hia " Treasures of 
Art in Great Britain," attributes the insipid colouring of 
Bome parts to restoration and cleaning. M. Viardot tlie 
• French critic seems to have been about the first to doubt its 
I genninenesB, and others liave now come round to his opinion. 
It is, however, certiiin that there was a. genuine picture, from 
wliich this was copied, as the engraving of Agostino Carracci 
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was taken from the original wlien in the possession of Count 
Prati in Parma in 1587. 

Correggio has Bucceeded in this BmaU picture in bringing 
the whole scene before ua with great vividness, but without 
crowding, and with no unnecessary figures. There are five 
half-length figures on the canvaa. Our Lord stands in the 
middle, His hands bound and the crown of thorns on His 
head. This is the weakest part of tbe composition, as the 
expression of resignation on His features approaches some- 
what to feebleness, and, as has been said, the colouring has 
suffered either in copying or in restorations. Suffering 
humanity is hero represented, but there is nothing to indicate 
the divine power concealed beneath the suffering body. Behind 
Him at a window and facing the spectators is Pilate, apparently 
saying the words : " Behold the man ! " On the other side the 
head of a soldier is just Tisible, hia rough countenance 
expressive of the deepest pity and gazing reproachfully _at 
Pilate. Immediately under the window of Pilate, the Virgin 
is supported by St. Mary Mt^dalen, as she falls back in a dead 
faint. Her coimtenance, although at the moment of most 
utter prostration is wonderfully beautiful and is perhaps the 
one which gives the deepest touch of pathos to the scene. 
The other picture of the same kind as this, is the Chrigt ott 
the Mount of Olives, now at Apsley House. This is a small 
picture, which owes much of its wonderful charm to the effect 
of the light. As it represents the moment after the Agony 
in the Garden, it is necessarily a night-scene, A single ray 
of light falls on the figure of Christ as He kneels in prayer : 
the agony is over, for llie angel has descended to comfort 
Him, and is pointing with one hand to the cross and with the 
other to heaven. The light, gently reflected from the white 
robe of the suffering Master, falls on the sleeping disciples 



!: MODST OF OLIVES, 



33 



^ 



the middle distance. Aa Waagen observes, however, the eye 
does not become aware of tlieir presence until it turns from 
the principal group. In the extreme background the soldiers 
are dimly visible approaching with torches. The first faint 
streak of dawn is in the horizon behind them. Every detail 
in the picture is paint«d with the utmost minuteness, almost 
as if it were a miniature. 

An old tradition assorts, that this work was painted to 
pay a debt of four send! to an apothecary. Tte great labour 
bestowed on it came from love of the work, and from con- 
seientiousnesa rather than from greed. This painting waa for 
time in the possession of tlio King of Spain, although 
it has not been clearly traced how it came to him. After the 
battle of Vittoria it waa discovered in the rumble of Joseph 
Bonaparte's carriage, and was sent back to Ferdinand by the 
Duke of Wellrngton. The king however presocted it to 
the Duke and it now forma one of the chief treasures of 
House. There is a rephca or good copy of it in the 
Hational Gallery. 
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FHESCOES IN BAK GIOVASMI EVANGBUBTA, P4KMA — "ASCBKSION 

OF CHRIST "^" COKONATION OF THE VIRGIN " ALTAH- 

. DONNA UELTiA 8CALA " — THE DOME OF THR 
- HASH OF FKOGS — DISPUTK WITH THU 
CHAPTER — BEGARBLLl, 

A.D. 1522—1530. 

TlIE frescoea which Allcgriliad painted in the Convent of 
San I'aolo must have been greatly talked of and ad- 
mired in Parma. They had probably been begun, as we have 
8B8D, inthe yeai' 1518, andflnialied in 1519. The Benedictine 
monks of the Convent of San Giovanni were, no doubt, 
decided by the success of his works for the Abbess, to entrust 
him with the more important commission of painting the 
cnpola of their own church. They appear however to have 
tested the power of the rising artist to depict Teligioua 
subjects, before finally deciding on, what was to them, a 
matter of vital importance. Pungileoni mentions a fresco, 
painted by Allegri in tlie passages of tho dormitory, 
representing St. Benedict in a flood of glory, sun'ounded by 
angels. No trace of it now remains. 

The contract by which Antonio undertook ihe i: 
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was signed on July 6tii, 1520. Thirty docata were at once 
advanced, according to the custom of the time, and on 
January 23rd, 152i, the last inatalDient was paid. In all, ho 
received for the works — including tho painting of the dome 
and the friczework round the building with gold and other 
decorations — the sum of 273 ducats. The work waa most 
likely begun soon after the agreement was made, but it must 
have met with long and frequent interrupt ions, both from 
the VIST, and from his own vislta to his family during 1521, 
and it waa not until he brought his wife and little one to 
live in Parma, that the works would make much progress. 
This appears to have taken place early in 1522, Until that 
time Antonio had board and lodging given him in the 
monastery, which may have been intended as part payment. 
When ho waa joined by hia wife he is said to have lived 
near the monastery in the Pescara quarters of the town. 

Allegri treated the dome in what was then a novel manner, 
though it has since been so frequently used that it has 
become familiar to us. Until his time the frescoes in domes 
had generally been divided into panels or compartments, but 
AlJegri filled the whole dome with one unbroken scene. By 
his peculiar method of foreshortening from the point of sight 
of the spectator, he seems to do away altogether with the 
dome, and to give us in its place the blue vault of heaven, 
filled with figures floating upwards into a sea of light, in tho 
very positions in which they would actually appear to tliose 
beneath them. Unfortunately this fresco in San Giovanni 
is in a very bad state of preservation, as until the Cairacci 
came to Parma in 1580 to study the works of Correggio, and 
by their intense admiration showed the Parmese in what 
estimation the work of the great painter waa held by others, 
these magnificent frescoes wore but little valued, and suffered 
I. 2 
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much by damp and neglect. When the painting was still 
fresh, howeTer, in Correggio'a most Tivid, realistic manner 
the effect must have seemed almost aupetnaturaJ. ' 

The subject chosen was the Ascension of our Lord, It is 
here represented as a vision seen by St, John in his old age 
(the paintings heiug in the church of St. John the Evangohat). 
He is beneath, gazing upwards at the heavenly pageant. 
The central figure, that of our Lord, is being borne upwards 
by clouds into the dazzling light above. Below Him, in the 
Wider part of the dome, come the Apoatlea, resting on clouds 
and watching the ascent. They are placed in groups of two, 
and below them again come the Evangelists, each with a 
father of the Church, distinguished &om the Apostles by 
wearing long garments. St. Matthew is accompanied by 
St. Jerome, St. Mark by St. Gregory, St. Luke by St. 
Ambrose and St. John by St. Augustine, A frieze, which 
is divided by four wiuilowa, encircles the dome, and that 
part which is beneath each evangelist contains his em- 
blems intermingled with ^jH(h' and flowers. These putli, 
or boy angels play an important part in the fres- 
coes. They are frolicking in wildest gambols over the 
whole space. Their heads fringe the clouds on which the 
Lord is ascending ; they fill up the spaces between the 
apostles, play with their emblems and ride on the clouds. 
These putti could not fail to interfere with the solemnity of 
the scene. Jiut solemnity Correggio seems scarcely to have 

' It ii sad to find that, owiDg to thin neglect and to tite constant 
burning of incenae beneath tlie cupola, the freacoca bnva been lo much 
blackened as to bo almost invisible, QUleiu perhaps on a verj bright 
day. I was nofortnuate io the weather daring my short atny at Parma 
and had to come away at last without even a gliiopEe of the highest 
part of the JreBcoea in the CQpola, and was obliged to content myself 
with studying the copies and engraTings in the Academy. 
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aimed at. The attitude aiid countenance of the ascending 
Saviour Himself are too full of movement and vivacity to 
possess anything of tho dignity and awe required by the sub- 
ject ; and in the efTort to make the apostlea miUke the con- 
ventional type in religious paintings, Correggio has gone to the 
opposite extreme, and has represented them as almost desti- 
tute of clothing and reposing on the clouds in the most free 
aiid unconstrained attitudes. The figures of the Evangelists 
and the Fathers between the windows are much nobler 

Iajid more dignified. One cannot help regretting the total 
absence of the conventionality of earlier times, which 
necessitated greater solemnity in the composition and reli- 
gious feehng in the expression. One of tho chief beauties 
in this wonderful fresco is said to have been in the manage- 
ment of tho light, which permeated or softened every 
shadow, and wrapped the figuivs in a wonderful glory of its 
own. 
The paintings in the tribune of the ohuroh, which repre- 
aented the Coronation of the Tirgin, have unhappily been 
destroyed. The increasing congregation of the church de- 
manded a larger building, and in the latter part of the 
sixteenth century, the frescoes were copied by Annibale and 
Agoetino Carracci and repainted by Cesare Aretusi, Pisano 
and Paganino, in the ceiling of the now chancel, which replaced 
the old tribune. An attempt was made to remove the paint- 
ings themselves, but this was only successful with a small 
portion, which, however, took in the principal figures of tho 
Madonna and of her Divine Son, who is placing a crown of 
stars on her head (see froniixpieee), Tliis fragment is now 
) carefully preserved in the library in Parma, The face of the 

in is one of the most lovely of the many beautiful faces 
,ed by Correggio. Her eyes ere cast down and her 



a her bosom as though ove ohib by t n 
The countenance of Christ is also very b aut ful althou h 
somewhat ■wanting in power. The puti ann t e t nly 
be said to be overcome by emotion ; tl y are f anj 
thing even more audacious than those the dome as 
they carry on tlieir games even among the h a f the pn 
cipal figures. 

Corr^gio also paiuted in fresco for the same church in a 
semicircular lunette over the door leading into the convent, 
a figure of St. John, sitting writing on a scroll wliich rests ou 
a large hook on his knee. His head is tfirown hack, aud he 
is looking up to heaven for inspiration. A large eagle stands 
at hia feet pluming its feathers. The colouring of this 
fresco has suffered from time and neglect, although the forms 
are clear and it is easily reproduced by photograph, Eesta 
tells UB that the monks abo ordered an altar-piece for the 
church, but as he pretended to have the cartoon for this in 
hia possession and this cartoon is, like the other works in 
his collection universally considered to he spurious, no behef 
can he attached to bis statement. Two altar-pieces 'were 
however executed by Allegri for a chapel, which had been 
built by the Benedictine Don Placido del Bono, father con- 
fessor to Paul III. Neither of the subjects of these ivould 
probably have heen chosen by Allegri hitnself, as they are 
little in accordance with hia taste, hut he executed them 
conscientiously— one, a Pieta, almost too conscientiously, for 
although he succeeds admirably in depicting the calm of the 
dead Christ, and also the physical prostration of Mary, yet 
in Lis effort to represent the unrestrained grief of the other 
women present, he shows their countenances actually dis- 
torted by weeping. To depict violent grief was uncongenial 
to him ; and lie accomplishes such a task either hy choosing 
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the moment whea tiie overtaxed etrengtli gave w 
the simple, lanideolized repreBentation of weeping. 

The second altar-piece represents the Maiiyrilom of SS. 
Pladdiis and Flan'a, of whom, legend saj-e, the former 
was a disciple of St. Benedict and founded a monastery on 
the Benedictine model at Messina. He was quickly followed 
hy his sister Flavia and two younger brothers, but they did 
not long enjoy the seclusion tUey sought. One day, soon 
after their arrival, a pirate crew landed, who put the Chris- 
tiana to death. Allogri has represented this tragic scene in 
the most graceful and least horrible manner possible. The 
two brothers are already dead, and Placidus and his sister 
have each received' one wound, and are calmly awaiting 
the second stroke. The scene is enacting in the midst 
of the most lovely landscape, and the figures of the 
martyrs and of their executioners etand out with great efl'eot 
from the light blue background. Both these pictures are 

low in the Academy at Parma. 
The high esteem in which the great master was at this 

ime held by the inhabitants of Parma is shown by several 
circumstances. In 1522, when hig paintings in San Giovanni 
were probably sufficiently advanced to be shown to the 
public, the chapter of the cathedral entrusted to Lim. the 
painting of the dome. This was a. far more important com- 

t mission than the lost, and it was no doubt only after long 
deliberation, and from thorough conviction that AUegri was 
the best artist they could obtain, that they gave him the 
work. This fresco was not begun until 1526, when those in 
San Giovanni were finished, but Dr. Meyer thinks that it 
was probably the fact, that this new commission secured him 
temunerativQ work for some time to come, that decided the 
painter to bring his wife and little son to Parma. 
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It was hnwever while still engaged- lE tlie paintings for 
the Benedictines, tliat he received and executed a. commission 
Ijy the town for a fresco of the Marlmuia, intended to he the 
guardian of the town, and to aeive as a welcome to strangeis 
arriving ia it. Ttus Madonna known by the name of the 
Madonna della Scaln, appears to have heen painted over tho 
Eastern gate of the towUj called the Porta Eomann. It was 
evidently a high honour to entrust this fresco to a young 
man, still a comparative stranger in the town d t shows 
how rapidly he was heooming known. Tbe nail was after- 
wards taken down, but that part on wl h the f e o was 
painted, was built into the walls of a small eh xih To put 
the picture ia its right position the eh h 1 ad to be some- 
what raised, and the steps that led to it gave the picture the 
'; name of ddla Scala, or of the stairease. In 1812, when the 
church^as taken down, the fresco was removed with the 
greatest care to the Aoadeniy. It has necessarily suffered 
much from its exposure to the weather, and also from its 
repeated removals and restorations, but it is still extremely 
beautiful, and may easily be recognized as the work of Allegri. 
It loses something in its present position from its having been 
placed too low down on the wall of the Academy, a^ the fore- 
shortening sliowa that it was intended to he looked at from 



Kothing is known of the origin of another fresco 
to this time. It was painted in a niche in the Church of 
tlie Annunziata, and was afterwards removed, when that 
church was taken down, to a vestibule of the new Church of 
the Annunziata. It is in a very bad state of preservatio: 
but the subject is still clearly visible, and some traces remain 
of the great beauty that Tiraboschi speaks of. It represents 
the Annmiciulion ; it lias now been removed from the church 
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and hiis been, placed" in the Academy, While the angel 

vera his message, Mary kneels before him lier face half 

L turned aivay. The frolicsome boy-angels which Corteggio 

) denrly loved to introduce arc here playing ivith the winga 

[ of the archangel ! 

It was during the autumn of 1522, and while the works in 

San Giovanni were still in progreES, that the negotiations were 

carried on between the Chapter of the Cathedral and AUegri, 

for the painting of the choir and dome of tlie Cathedral. He 

now asked much higher terms than he had done for the 

neighbouring church of San Giovanni. He demanded 1200 

t ducats, which were to include the gold leaf and other 

materials for decorations. To this the Chapter made some 

lur, and the sum was finally settled at 1000 ducats for 

the painting and 100 extra for the materials. Allegri was 

not able to begin bo great an undertaking until his other 

work was finished, but there was more work to be done in 

the Cathedral, and the Chapter proceeded at once to engage 

the beat artists they could find to undertake it. These were 

Francesco Mazzuoli, commonly called Parmigiano, Francesco 

Maria Bondani, and Michelangelo Anselmi. A month later 

they also secured the aid of Alessandro Araldi, whom we have 

I as the chief decorative painter in Parma before the arrival 

of Allegri. The younger painters ranged themselves under 

Araldi, but they were increasingly influenced by the rising 

', master now occupied on his great works at San Giovanni. 

J AUegri cannot be said to have founded a school or to have 

I lelt disciples behind him to perpetuate his style, hut his 

I' manner had a profound effect on the young painters brought 

1 under his iufluence, especially on Parmigiano ; and the whole 

I art of the latter part of the sixteenth and of the seventeenth 

I and eighteenth centuries was deeply influenced by him. 
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Tlie recoids of the payments made to AUegri sliow iia 
when the work began, what progress was made in it, and 
when it stopped. The first instalment of 189 diicata was paid 
early in the year 1 52G, when the work was commenced, ami tha 
remainder of the first q^uarter on Septemher 29th of the same 
year. The next payment was made onKovembor I7th, 1530, 
of 275 ducats, the second quarter of the whole amount At 
a later time disagreement between the Chapter and the 
painter prevented tlie work being completed ; and after 
AUegri's death a claim waa made by the clergy on his heirs 
for the Bum of 140 lire, to indemnify them for the painting 
having been left in an unfinished state. It is not known if 
this claim was paid. 

Tliia, the second dome that Allegri painted, he treated 
in a somewhat different way to the first. The figures in the 
cupola of San Giovanni were few, hut of large size and 
distinct from each other ; here, in the representation of the 
AssumpKon of the Virgin, with which the dome of the 
Cathedral is filled, there are hundreds of figures — many too 
small to be distinctly seen, and producing their effect mainly 
fay the play of light and shade on the different groups. The 
central figure is that of the angel Gabriel, who is descending 
from a sea of light to meet the Virgin. She ascenda to 
the glory above, borne on clouds supported by angels. 
Countless numbers of the angelic host surround ber, and 
very beautiful many of these groups are and also very varied, 
for the master never repeats himself in this wonderful work. 
In the wider part of the dome there is a sort of balustrade 
running round, and on this stand the apostles, generally 
two together. Their gestures and attitudes show the liveliest 
interest in what is going on above them, but as usual 
Correggio has somewhat overdone the movement, and they 
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are consequently wanting in the dignity and calm tliat would 
befit the scene. Behind them are young angels busily 
engaged in their several duties — some pouring out perfumes, 
others holding candelabra or swinging incense. Below theea 
in the divisions between the windows come the patron saints of 
I^arma— S8. John the Baptist, Thomas, Hilary and Bernard 
— slowly ascending on clouds borne by angels. The etfect 
produced on the spuctator hy the countless forms floating 
upward in the dome of the Parma Cathedral is welt ex- 
pressed by Sir Charles Eaatlako in his " Materials for the 
History of Oil Painting." "In Correggio's system figures 
are generally placed at some angle with the plane of the 
picture, and are seldom quite parallel with it. The conse- 
quence is that his masses of light are often composed of 
iny objects. This has been called a broken Msemhlage of 
shapes and, if reduced to outhoe, it would sometimes un- 
doubtedly appear so, the objects being (to use an exaggerated 
expression for the siiko of cleameaa) placed endwise towards 
e spectator, but, when connected by a magic harmony of 
light and shade, the result, far from, being scattered is a 
'plenitude of effect' seldom to bo found in other painters 
and more satisfactory than when that mass is cheaply obtained 
by broad, flat surfaces." 

e perfection, which AUegri has obtained in his effort to 
make the scene real to beholders, bas naturally the fault that 
S would apply equally to nature under such conditions. A 
number of figures ascending would not be seen to most 
advantage from beneath, and this the master with alibis 
art could not remedy. It is not very surprising that tho 
general feeling both of the public and of the Chapter of the 
Cathedral was at first of discontent. To appreciate the 
asterly way in which the difficulties of such a vast under- 
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taking were overcome, the infinite variety of posture, tlia 
skilful effects produced by the light and shadow on maBses 
when the individual forms were scarcely seen, required more 
artistic training and perception tliau were possessed hy the 
Ijood people of Parma. The eaying, which tradition records as 
having been uttered by a mason's boy, that the new paintings in 
the dome resembled a hash of froga, no doubt obtained celebrity 
through its having given expression to the unuttered thought 
of many others. Tlie greatest propriety of deportment and 
costume had eo long been considered absolutely requiaita in a 
religious picture, that the Pamiese may well be pardoned for 
undervaluing the merits of the great frosco, when they saw all 
conventionality and even decorum set aside in it. Their first 
impression on gazing upwards was of the ptomiaenoe given to 
the lower limbs of the hosts above, and to tliose who under- 
stood nothing of foreshortening, it would appear as if there was 
almost as little to he seen in many of the forms above them 
as in their favourite dish of frogs, at wliieh only the hind 
legs were served ! It would demand real knowledge of art, aa 
we have said, to appreciate the work, and tradition tells us 
that it required the opinion of a very strong artistic authority 
to enable them to put up with it. It is said that when 
Titian passed through Parma in the suite of Charles V. in 
1530, the canons of the church had made up their minds to 
have it all effaced, and they only changed their intention in 
deference to the strongly pronounced opinion of the great 
Venetian master. He expressed his admiration in no 
measured terms : " If you had filled it with gold you would 
not have paid what it was worth." After such an opinion 
the canons were of course bound to admire and preserve their 
famous fresco, but it did not apparently put them on better 
terms with its painter. 
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This anBcdote belongs only -to tradition, hut there is no 
doubt as to the fact, that, for half a century after Allegii's 
death, full justice was not done to his reputation in Parma, 
and also that soma misuuderatanding arose between him and 
the Chapter during the course o£ his works in the Cathedral. 
For in the year 1530, after receiving the second half of the 
money, when the paintings in the dome were almost finished 
and those in the choir not yet begun, Allegri voluntarily 
gave up the remainder of the work. It must therefore have 
become very distasteful to him for some cause or other, aa he 
was not one easily to relinquish what he had once taken in 
hand. This work moreover, was one on which he had 
already expended a gi'eat deal of thought and labour. He 
was always, as we have already seen, most careful in minuteJy 
finishing hia paintings, whatever might he the price he 
expected to receive for them, and here the labour was double, 
from the exceptional positions in which the figures were 
placed. Living models could not he expected to put them- 
selves into the attitudes he required, and to obtain the fore- 
shortening and effects of light and shadow, he made use of 
small figures made in clay. ScanneDi, an Italian who lived 
in the seventeenth century, says, apparently without any 
foundation, that these were made for him by a friend. 
Vedriani, who wrote short biog:raphies of the worthies of 
Modena, asserts that this friend waa Antonio Begarelli, the 
sculptor of Modena. There is no proof of this assertion, how- 
ever, or even of a friendship existing between the two, but the 
similarity in style between Allegri and Begarelli renders it 
very possible that they may liave rendered services to each 
other ; though, aa Dr. Meyer points out in this case, Begarelli 
could only have worked under Allegri's guidance, as the 
figures in which he is said to have helped bear unmistakable 



evideiiM of their having originated with the painter himself. 
The same writer asserts that Allegri understood the plastic ait, 
and modelled in clay three of the figures ia the Daicent froiri 
the Orosn, by Begarelli, now in the church of San Somenico 
in Modeua. fi^o mention is, however, made of Allegri in 
connexion with this work, by Lanzilotto, & contemporary 
chronicler. 
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LARGE ALTAR-PIECES — " aABOSSA OF ST. 

" MADOSKA DELLA 8C0DELLA " — " IL GIOKNO " — " t,A 
NOTTE " — "madonna of BT. GEORGE " — THE " READIKQ 
MAGDALEN." 
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DURING his residence in Parma, Allegii found time for 
other works hesides his great frescoDs in Sao Giovanni 
and the Cathedral Ho had now attained to his full powers, 
and each of the pictures belonging to this time is a masterpiece. 
They are unfortunately few in number, but what remain are 
indisputable. They consist for the most part of lai^'c altar- 
pieces, and wherever they are found they aie most highly 
valued. Dresden possesses, besides the earlier work of the 
Madonna of Si. Francis, no less than three of these religiouH 
pictures, the product of the mature genius of the great 
painter. Parma has succeeded in retaining two of them, 
ough she was in great danger at one time of losing them, 
yiiB they were both carried off to France during the French 
Kcupatiou of Italy. 

To some of these altar-pieces, no date hut an approximate 
me can he assigned, depending on the internal evidence 
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afforded by the degree of perfection attained ; but tbe date of 
otbersis determined by documents still in existence. Of the 
latter class, the first executed was probably the large altar- 
piece known as the Mndonna of St. Sehaetian, which is now 
in the Dresden Gallery. This wae ordered in 1525, by an 
archery company in Modena called the Brotherhood of St. 
Sebastian, The commission ia said tc have been given soon 
after the disappearance of the plague, which had been raging 
in that town, and in order to fulfil a vow made by the 
Brotherhood to their patron saint. It was presented as an 
altar-piece to the chapel of St. Geminianus, in the Cathedral 
at Slodena. It represents a glorified Madonna : the Virgin 
is seated on clouds with the Infant in her arms ; the light 
falls full on the two figures, forming a glory or halo round 
their heads, which is softened down to the surrounding 
figures. Above them floats a semicircle of cberuhs' beads. 
The figure of St. Sebastian, bound and wounded yet gazing 
up witli loving reverence at the heavenly figures above him, is 
one of the most beautiful that Allegri has ever produced. 
On the other side is St. Eoeh in a pilgrim's dress asleep, or, 
aa M, Viardot thinks, dying of the plague caught trom the 
sufferers he bad tended at Placentia ; and in the centre is 
St, Geminianus in the robea of a bishop, one hand pointing 
upwards to the Infant Saviour, the other downwards to the 
people below, as if in the act of calling their attention to the 
Saviour, or of interceding for them. In the comer below 
St. Sebastian, is a graceful young girl holding the model of 
a church. Aa usual putti are introduced playing in the 
clouds below the JIadonna. One of these who is sitting 
astride on a billowy moss has caused the name of " The Riding 
Schoel" to bo sometimes given to thepictare. 

Correggio has allowed himself greater licence with hia 
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favourite puHi in this work than Ln any other of his altar- 
piecea, and although nothing can be more charming than the 
childien themselves, yet it must he coniessed they seem 
somewhat out of place here. Sir Charles KastUke eaya of 




thia painting : " The moat extraordinary instance of the 
trivial and chUdish treatment of a sacred aubject as regards 
invention and oompoaition ia perhaps the St. Sehcut/'on at 
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Dresden, in which the actions of Bome of the infant angels 
and of the other figures horder, and intentionally so, on the 
ridiculous." 

The next of these pictures in chronological order is pro- 
bahly the Madonna delta Seodella at Parma, so named from 
a bowl which the Virgin is holding in her hand ; it is painted 
on wood. It was intended for the church of the San Se- 
polero in Parma, and was paid for hy siibacription. There 
may have been some difficulty in making up the amount, as 
the artist consented to receive part payment in " diiferent 
kinds of things." This picture was ordered in 1526, 
and was fiimhed — according to a document found in the 
archives of the church — in 1528; so that the date on the 
frame, which is given as 1530, must be intended for 
the year in which it was placed over the altar. This 
painting has sometimes been called the San Giuseppe, from 
St. Joseph being the most prominent person in it. It 
represents the rest during the flight into Egypt, spoken of 
'■ in the apocryphal gospel of De Infantia Salvatwis, in which 
a palm-tree is stated to have bowed itself down to Joseph's 
hand, when refreshment was needed for the Holy Child. 
Mary is here seated under the shade of the palm-tree, with 
the Child resting against her. He is older than He is usually 
represented at this time, being apparently about three years 
of age, and is eagerly receiving the dates which Joseph is 
picking for him. The means by which the tree bends is no 
mystery, as a number of little angels are pulling it down 
with all their might — both they and the artist equally pleased 
at their having some legitimate occnpatjoa in the picture.' 

' Ic is interesting to compare witli this work by Correggio, two wood- 
cata of the same aabject, the Repose ia Egjpt, by Locns Crsnicb, in 
wbicb little boy-angcla gambol about the sacred group iu 
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Although thia painting has suffered aoniewhat from the 
I ravages of time, the colours are still wonderfully brilliant, 
I and it well deserves the place of honour it holds in the 
I Academy of Parma, 

The eecond large altar-piece, that now serves as a com- 
Ipanion piece to thia in the Academy — the Madonna of 
Jerome, or II Giorno — has been secured by Parma, 
although, like the last-mentioned Madonna della Saodella, 
it paid a visit to Paris at the time of the French occu- 
pation of Italy, in company with many other moster- 
L pieces, After the Treaty of Paris, the French government 
i was very anxious to retain it, and is said to have offered a 
L million francs for it, but the Parmese were at that tiraa fully 
I olive to the merits of the great painter, and refused to give it 
n any terms. Toschi, the celebrated engraver, exerted 
i himself much to obtain its restitution, and was rewarded for 
1 his efforts by seeing it restored to its place in 1816.- 

The commiBsioo for this work was given in 1523, by 
k Donna Eriseido CoUa, but several years elapsed before it was 
f finished. Allegri took a long time over most of the private 
I commissions received during this time, no doubt in conse- 
[ Quence of his time being so much occupied with his larger 
L works, and it was not until the year 1528, that this painting 
I -was placed in the church of Sanf Antonio Abbate at Parma. 
I There is no certain evidence to show that it was finished 
I much before that time. A record, said to have existed 

[ ooDBtraiaed maaiier, climbiag tteet, lopping otl branches, pluckmg fmit, 
d aboating birds : in one, they join hsTids aud form n ring and daace 
I ninndtlio Hoi; Family. 

^ The old Cialode of the Academy iaforms the vieitorB with much 
I pridetbat tbiipaiuting was placed first in the catalogue of that [p^at 
~" " bitian at Pnris daring the first Empire, when hII the mcsterpieces 
i of Knrope were collected iu the Lonvre. 
E 2 
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formerly among the ConTent archives, though it is not now 
to be found, stated that the sum agreed on for this picture 
was 400 lire imperial!. The lady, however, was eo much 
pleased with the work when iinished, that she added to the 
payment a substantial present, consisting of two cartloads of 
faggots, a few bushels of wheat, and a pig. Such a present 
was much more in accordance with the customs of that time 
than with those of ours, and it probably, gave rise to no 
surprise when the painter made such a choice for the offered 
present. 

The sum received by the author of this noble work, even 
with the addition made by the conscience or generosity of 
the Donna, seems to us ludicrously disproportionate to its 
merits. For this is universally recognbed as one of his 
finest masterpieces, and the execution is as near perfect 
as possible. The name II Giorno {Day) has been applied 
partly to contrast it with another work that was probably 
in progress at the same time, and also because of its 
being essentially a picture of daylight. The Virgin is 
here represented seated under a sort of bower formed by red 
drapery stretched across from one side to the other and 
hanging in loose folds behind St. Jerome. The back is open 
showing a lovely landscape, with trees, hiils, and the portico 
of a temple. The young mother is seated in the centre of 
the picture with her foot resting on a rock ; her eyes are cast 
down, and she is smiling at the Child's eagerness. There is 
nothing divine in the countenance of the Infant ; he is simply 
one of the merry, lovable children |that Correggio much 
loved to depict. One hand he is reaching out to an open 
book held before him by St. Jerome, and to which a young 
boy-angel is pointing, while the other hand nestles lovingly 
among the luxuriant hair of the Magdalen, This Magdalen 
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f u one of the moat perfect of the master's creations. 

I Eegariied simply as a beautiful, graceful womaa it is 
1 perfect, and has called forth the warmest encomiums, 

[ Bnalcin says that the colour Corraggio has used for the hair 
a the only one with which certain light, golden clouds could 

[ be painted ; but on the other hand, in another place he 
csriticizea severely the whole figure, when he speaks of her 
as the lascivious Magdalen of the II Giorno. This is strong 
language to apply to such a figure in which, though there is 
perhaps nothing to indicate the Chiiatian saint, there appears, 

[ to ua at least, no trace of past oc present impurity in the 

I exquisite beauty of the saint, On the other side stands St. 

I Jerome, who, iiom being the most prominent of the saints in 
it, has given hia name to the picture. This figure has 

I aroused as enthusiastic admiration as the Magdalen, but 

I Dr. Meyer considers it to be the weakest in the entire 

L picture, from the peculiar attitude in which the saint is 

I depicted. 

As we have already seen, the work which nstunJly 

I challenges comparison with the SI. Jerome, was in the studio 

[ of the artist at the same time with it It is, perhaps, the 
beat known of oil Correggio's works to English readers, from 
the numerous engravings and phutographa by which it has 
been reproduced. We speak of the celebrated Nolle (or Niyhf) 

I in the Dresden Gallery. This picture was ordered in 1522, 
■when the works in San Giovanni were still in progress, but 
it was not finiahed until 1530. The written agreement dated 
October 10th, 1522, ia still in existence, in which Alberto 
Pratonero of Reggio engages to pay the sum of 208 lire, 
according to the old Reggioslandard, to Antonio da Correggio 
ibr a work representing the Birth of Christ and a few other 
figures — adding the unnecessary proviso considering who the 
■Ttiat was " that the whole was to be done excellently welL" 
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Tlie exact value of this sum has not been aseertaiued, but it 
was evidently a low one even for Allogi'i at thia time, though 
he was probably not rich enough to be able to despise small 
commissions. He was no doubt allowed to take his own 
lime over it, in consideration of Ihe small payment, and it 
was not finished until 1530. By thia delay Pratonero was 
the gainer, as he received the picture at last, finished in the 
beat style of th mast ' b t f m 

All who b b n f rtu t gh t th n^ nal of 

this picture m un bl t j k h blj n gh f ta won- 
derful beauty JI y f, t th fiist pi U G eggio's 
works, and t t b ty t ly ma t plain, if 
not to justify th t I gmg ft! 1 rd f "Uodena to 
possess it. Ifc was placed in 1530, in the church of San Proa- 
pero, and during the second half of the sixteenth century the 
Dukeaof Modena tried to obtain possession of it, but in vain. 
In the end their love of art proved stronger than their honesty, 
and the picture was carried off one night by order of Duke 
Francesco I. A copy was afterwards presented to the church, 
but this would prove but poor amends for such a loss. 
The splendid collection of the Dukes of Modena was bought 
by Augustus III., King of Sasony, in the year 1746, for the 
comparatively small sum of 120,000 thalera (18,000;.). He 
carried off his newly -acquired treasures without opposition, 
as the other States in Europe cared too little about art, and 
were too busy with theii' own affairs to dispute the prizo 
with him. .Augustus when emptying his exchequer in the 
purchase of pictures showed but little regard for the welfare 
of his kingdom, as he was itt the very time engaged in a dis- 
[jutc with Frederick the Great ! However the dangers of 
that time have long passed away, while the pictures remain 
and form one of tlio finest Galleries in Europe, so perhaps 
Angustus Iir. may be foigiven by posterity, 
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"madonna of ST. GEORGE." 

s scarcely necesaary to give aiiy description of this 
painting. The Child lies in the Manger encircled by his 
Mother's anna, diffuaing around Him that soft phosphorescent 
light, which forms so distinguishing a feature in the com- 
position, while Mary benda over Him, the light thiia falling 
more equally on her face. The Child and the Mother in her 
blue drapery are therefore the first objects on which the eye 
falls— hut a little farther off and at one side of the picture 
stand the group of shepherds who have come in to see the 
confirmation of the "glad tidings'* preached by the aagel. 
Their roughness and toil-worn countenances, full of interest 
and surprise at the miracle, form a striking contrast to 
the calm delicacy and repose of the Mother and Child. 
Above them is a group of angela, invisible now to the 
shepherds, but as eager as they themselves in their joy 
and as unconstrained in their attitudes. They seem in the 
very act of flying down to witne'ss the mystery of the 
Incarnation. The light reveals to us in the background 
Joseph leading away the ass. In the horizon the first streaks 
of dawn are just appearing. 

Another of the large altar-pieces in the Dresden Gallery 
is that known by the name of the Madonna of St. Geoi'ge. 
This was ordered for the Brotherhood of San Pietro Martire 
in Modena, but in what year the eommiasion was given, or 
when it was executed, is not known. It remained in the 
church, for which it was painted, until 1649. It haa been 
stated on the authority of some early records that the 
Oratory of the Brotherhood was painted in 1531-32, and 
in that case the grand oltar-pieco may have been placed 
in its position at that time. The picture was evidently 
intended to be raised considerably above the spectator, aa the 
strong foreshortening of the Madonna's position in the panel 
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looks siraDge when tlie e 



il witli it in the gallery. 



; Madonna is seated on a high throne, ' 
on her knees, and below her stand four saints interceding for 
the people — St. John the Baptist, a youthful, delicately- 
painted figure, St. Peter Martyr, the patron saint of the 
Brotherhood, St. Geminianus, near whom an angel holds a 
model of a church he had built in Padua, and St. George, with 
the dragon at his feet. The arms of the warrior-saint are 
borne by four little piilti, one of whom is trying on the helmet. 
This picture has been said to represent the family of the 
painter, but thia is quite disproved by the children here being I 
all boys. 

The last of the treasures of Correggio's work in Dresden is 
a small picture not more than a foot square in size, but as well 
known to us aa the NoUe or Giomo: it is the celebrated 
Reading Magdalen. The history of this picture is not 
known. It is probably the same work aa one stated to have 
been in the possession of Count Niccol6 de Gaddi at Florence 
in 1600. It must, in this case, have been acquired by the 
Dukes of Modena soon afterwards, as it had apparently been 
long in their possession before it passed into Saxony. Thia 
exquisite little picture is painted on copper, on which, it 
is said, Allegri laid a wash of gold to enhance the bril- 
liancy of the colouring. The Magdalen, wrapped in blue 
drapery which contrasts admirably with the delicate flesh- 
tints of her arms, neck, and feet, is lying on the grass, her 
right arm supporting her head to enable her to read in a 
book spread before her on the grass, while the golden hair 
which Allegri excelled in painting falls around her in rich 
tresses. The date of this picture is not known, but, by its 
exquisite finish, it evidently belongs to the later years of the 
master's life. 
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WE have now to turn once more to the artist's private life. 
We have seen that he probably brought his wife and 
young son to Parma as soon as her affairs allowed of hor 
leaving Correggio, and his own engagements in Parma seemed 
to involve a residence of some time in that city. It was hero 
that his four younger children were bom, and here also, in 
all probability, that his wife died. The date of her death 
can only be surmised, Her signature is attached to docu- 
menta in 153S, when she and her huahand were living in 
Parma, and as there is no mention of het death in the 
registers of Corre^o, she must in all probability have died 
at Parma some time between 1528 and 1530— when her 
husband returned to hia native town with his little children. 
The grief and depression he felt at her death had probably 
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much to do witli tLis sudden retirement from the scene of his 
greatest triumphB, although other cansea no doubt helped to 
determine him. The Chapter of the Cathedral aeem to have 
been but half- satisfied with the execution of the great works 
they had ordered. They were however not prepared to break 
their agreement with the painter, and entrust the completion 
of the Cathedral to other artists, as, after his death, they 
claimed from his h ' th etum of a small sum paid for work 
still uncomp d and howed that they had gone on 

expecting hi only ad probably continually annoyed 
the master wi h d p o of his work, and possibly with 

a liberal exp si n f ir own views as to how such 
subjects oug be cated. The payment of the second 

instalment of the money on November 17th, 1530, seems lo 
have brought matters to a crisis, for it was immediately after 
this that Allegri returned to his native town, there to pass 
the remainder of his life. He appears either to have been 
thoroughly tired of his dealings with his ecclesiastical patrons, 
or else to have been at length convinced that the true sphere 
of his talent did not lie in sacred scenes, for, after his return 
to Correggio, we find him devoting himself exclusively to 
my thologic and aUegoric subjecta — unless indeed the Reading 
Magdalen belongs to this time. 

His first act on his return to Corre^o was to invest the 
money he bad just received for his works in the Cathedral at 
Parma, in the purchase of a piece of land. This was bought 
by himself from the widow of a certain Giovanni Cattania of 
Correggio for the sum of 195 scudi 10 soldi. His father liad 
already let a house for him in the Borgo Xuovo, in May of 
this year, so that the stories of bia sufferings from extreme 
poverty in the latter part of his life, are evidently wholly 
without foundation. 
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Antonio AUegri was now thirty-six years of age, and had 
just given proof of what hia geniua was capahle, so that 
this voluntary retirement into comparative obscurity ia a. 
most rare instance of modesty and absence of ambition in the 
annals of art. He Boems now to have secured a competence — 
however mean this competence might have appeared to the 
other great masters of that age— and the use ho makes of hia 
freedom ia for the future to accept only such commissions as 
pleased him ; to devote equal — he could not give greater — 
care to their execution, and to paea the remaining years of his 
life among the scenes he loved best, where, surrounded by 
hia relations and friends of early life, he could he free from the 
agitations and annoyances that had beset his life in Parma. 
Who can say that such a life was one less to be envied than 
the more brilliant positions occupied by Eopbael and Titian 1 

It was some little time however before he could he quite 
free of the connexion with Parma. In February 1531, he 
was again in that city making some arrangement with the 
architectural inspector of the Cathedral ; but what this ar- 
rangement was, is not known. Later on in the same year, 
his name appears as witness to several legal documents ui 
Correggio, so that hia stay in Parma could not have been n 
prolonged one. He probably lived in the house left him by 
hia uncle in the Borgo Vecchio, ■which was afterwards sold 
by his son Pomponio. His life must have been retired both 
here and in Parma, as is proved by the difficulty afterwards 
experienced by his biographei's in collecting any personal 
recolleetJons of the great painter, Vasari, ivho visited Parmii 
only eight years after Allegri's death, could collect even 
then but very uncertain and unsatisfactory particulai's, 
and, as we have seen, gives us, ia place of reliable information, 
his own deductions from the obscurity of the master's life. 
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He tella us clearly however that no portrait has been lei 
him cither painted by himself or by any other master. Vaaari I 
himself seems to have been the first who even made inquiriaa • 
about such a portrait, and it was not until after the visit of the 
Carracci, in 1580, that public interest was sufficiently excited 
in him to rouse a desire to find a likeness. Then, of course, 
many were fortlicoming but none can be proved to be genuine. 
One is supposed to represent a miniature painter — Antonio 
Bemieri da Correggio; another to be the portrait of a priest 
bearing the same name Antonio da Correggio ; a third repre- J 
sents an old man with a wrinkled brow, and so is 
not the Allegri who died in hia fortieth year ; a fourth — thati 
most generally known in England is one that we would gladly 
accept as genuine if there could only be found some reason- 
able probability — is the one taken from a fresco by Lattanzio 
Gambara on the west wall of the Cathedral at Parma, It 
represents a handsome man in the prime of life with a 
thonghtful expression and holding a palette in bis hand. 
But, alas I Lattanzio was only bom in 1533, and there is 
no record of any earlier work from which it might have been 



The two mythologic works which from the execution 
were apparently the first of Uorreggio's mythologic paint- 
ings in onler of time, are the Jupiter and Antiope of the 
Louvre, and the Education oj Cvpid (or School of Love) in 
OUT own N'ationai Gallery. The origin of both is unknown 
and also the exact date of tbeir execution, but they appear to 
belong to the middle period of his art, and may therefore have 
been painted at any time between 1532 and 1530. The earliest 
record we have of them is in the collection of the Dukes of 
Mantua. They are mentioned in the catalogue of that 
Gallery drawn up in 1627. In it, the Louvre picture is 
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called Venus, Cupid and a Sali/r, and this seems more ap- 
propriate than tbe title now given to it, althougli there ia 
nothing more distinctive to connect the nymph with Venus 
than with Antiope, and the how at her side would seem to 
point rather to her heing merely intended to represent a. 
nymph tired with the chase. Both these pictures were sold 
hy Duke Vincenzo 11, of Gonzaga, and were purchased by 
Chailea I. of England. At the sale of the art treasures of 
that king, the Jujiiter and AnHqpe was bought hy the banker 
Jabach, and at his death paaaed to Cardinal Mazarin, and 
finally to Louis XIV. The Education of Cupid passed 
through stUl more hands. On leaving England, it was owned 
in turn by the Duke of Alva, and by Gojoy, the Prince of 
Peace, from whose collection in Madrid Murat carried it off 
just as it was about to be sold by auction, Murat's widow, 
the ex-queen of Naples, took it to Vienna, where it was 
bought by the Marquis of Londonderry, who afterwards sold 
it to the National Gallery. 

In the Jupiter and AnHope we see a nymph asleep in 
a wood, with a Cupid at her side, also sleeping soundly. 
The eKquiaite painting and minute finish of this work 
are equal to anything ever attempted by this master, 
and the beautiJnl woodland scene in which the group is 
placed shows what Correggio could do in landscape. Mr, 
Kuskin draws especial attention to the foliage of the oak 
nnder which the nymph ie sleeping. The small picture 
of the Education of Cupid also shows a group of three 
figures : Mercury, who is seated, is engaged in helping 
Cupid to read a paper which he holds in his hand. Venus, 
leaning against a tree points laughingly to Cupid. It is a 
proof that Correggio cared no more for the trammels of 
tradition in mythologic than in sacred art, that he has 
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defied all precedent by giving Venus wings. This picture la 11 
indeed what "Waagen in his " TreoBurea of Art in Great 1 
Britain " has called it — sculpture on a flat surface. To give 1 
this effect the paintei used the utmost art and Tefinement in 1 
his flesh tints and in the reflected light and shadows. The | 
countenance however of the goddess of beauty is by no means 
equal to the rest of the picture, and is certainly disappointing 1 
when we remember the Antiope and the many lovely facea 1 
the master had depicted. The picture too has suflered from | 
time and its many journeys, and has been touched up under 
the name of restoration with darker colours, which have 
certainly far from restored it to its pristine beauty. 

AUegri's life both in Parma and after his return to his 
native town was, as we have already seen, very retired. 
Little is related of his friendships in either place but there is 
evidence to show that he was at all events known and 
respected by the reigning family of Correggio. A letter is 
extant from Veronica Gambam to Beatrice d'Este of Mantua 
dated September 3rd, 1528. In this she says: "I should 
consider myself very remiss towards your Highness if I 
omitted to allude to a masCer-work in painting, which our 
Antonio Allegri has just completed, as I know your Highneaa, 
who is such a connoisseur in matters, would be pleased with 
it. The picture represents the Magdalen, who has tied into 
a dark cavern in a desert to do penance. She kneels to the 
right, and with her clasped hands raised up to heaven implores 
pardon for her sina. The beauty of her position, the expres- 
sion of sublime though intense grief, and her very charming 
face render her so lovely, that everybody who sees it marvels." 
Nothing is known of this picture ; it is not found among the 
catalogue made of Veronica's works of art at her death — as 
indeed none of Correggio's works are, and the picture was not 
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neceaaarily painted for her. But the allusion to our Antonio 
Allegri is very valuable as showing the prido she felt in the 
one great artist of her little toivn. It also shows that she 
was accustomed to speak of hia paintings to her friends and 
justifiea Dr. Meyer in attributing to her agency rather than 
to that of Giulio Romano the commission which our master 
received about the year 1530 to paint two pictures for the 
Emperor Charles V. 

Veronica Garabara certainly had opportunities for recom- 
mending him, as during the year 1529, and part of 1530 she 
resided in Eologna, where her artistic and literary tastes 
gathered round her a circle of distinguished men. She may 
very possibly have gone there to be present at the coronation of 
Charles V. as King of Italy. Her position would make this 
natural, as one of her brothers had been appointed vice- 
regent by Clement VII., and another was chamberlain and 
gen eral-in- waiting to the Emperor. At Eologna, she cer- 
tainly met the Emperor, who promised to stay with her at 
Correggio on his way back to Germany. This he seems to 
have done towards the end of Match 1530, when he passed 
two days at Correggio. Antonio Allegri we have seen was 
in Parma at that time, but Veronica very probably spoke of 
him now to the Emperor and afterwards let the Duke of 
Mantua, Federigo II., know that a present of some works by 
Allegri would be acceptable to the Emperor. 

Vasari tells us that the paintings destined for the Emperor 
■were "a naked Leda" and a "Venus." His descriptions 
however are confused, and no known works of Allegri's would 
exactly correspond with either ; so we conclude that it is the 
Leda and DanaS that are meant. That r 
is now in the Gallery at Berlin. It is 
composition than Allegri often undertook, and more figures 
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ore introduced. Leda and her compasioiie while bathing 
are surprised by some swans, and their attitudes, as half in 
play they attempt to drive them off, are very natural and 
gtaoeful. 

If pictures could relate their own history, this Leda would 
have a curious story to tell. It must have passed at an 
early date into Germany and was bought for the collection of 
the Emperor Rudolph II. at Prague. It nest appears in 
Sweden, where it was douhtlesa carried at the time of the 
Swedish occupation of Prague. Queen Christina is said to 
have presented it to Livio Odescalchi. In 1722, it passed 
into the famous collection of the dukes of the Orleans family, 
and it was one of these dukes — Louis the son of the Regent, 
and a Janseniat — who was so much scandalized at the face 
both of Leda and also of that in a copy of Correggio's lo that 
he cut the two heads out of the pictures, and threw them into 
the fire, ending his work by cutting the canvas into strips. 
The fragments were rescued from utter destruction by Noel 
Coypel, superintendent of the Gallery. He placed them on 
fresh canvas, and painted in new heads. The pictures were 
afterwards bought for Frederick the Great. From Sans- 
Souci, they were again brought to Paris at the time of what a 
French writer calls "nos illustres pillages." Hero they were 
again restored and at their final return to Berlin after the 
peace, Leda's head was once more painted in by Schlesinger, 
who, to make it in accordance with the old painting, imitated 
even to the cracks left by time. 

The second picture presented to Charles V. by the Duke of 
Mantua, is supposed to have been Danae lying on a Coueh 
with Love and two Pult't. "When in possession of Louis of 
Orleans it escaped hb notice, and is now in the Borghese 
Gallery at Rome. It has been carefully cleaned and ia in a 
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good atate of preservation. This painting represents Danaii 
lying partly ia aliade, and covered with white drapery on 
which the golden ahower is falling. Love or Hymen, is 
Bitting on the foot of tlie bed, pointing to the ahower of gold, 
and the two little Loves in the comer are busy sharpening 
their arrowa. These Cnpida are exquisite, hut as in the Educa- 
tion of Cii-pid the face of the principal fignre is, we think, 
deficient in beauty. 

Two representations of Gawjmede have been attributed to 
Cotreggio. One of theae^an oil painting in the Belvedere 
Gallery at Vienna— has been now restored to Parmigiano, 
to whom it was at first attributed ; the second, a medallion 
' in fresco, representing Ganymede i-ome on an Eagle to the 
of Jupiter, removed from the walls of the Palazzo 
' Eocca at Novellara, to the Gallery at Modenn, has greater 
' probability to support its claims to ba a genuine Correggio ; 
though it is so much dilapidated that it is difGcult to trace 
3 hand in it. The Palace however belonged to the Count 
nnisaga di B^ovellnra, whose family was a collateral branch 
of the Gonzagaa of Mantua, so that the Count would almost 
certainly have heard of AUegri's fame, and may well have 
wished to secure soma specimen of his work. Dr. Meyer 
pronounces it thoroughly Correggeaque in style. 

Another all^oric work belonging to this time is a painting 
^^^^ ia the Vienna Gallery, called lo embraeed by Jupiter in a 
^^^t Cloud. lo is here the chief figure. 8he is sitting with her 
^^^K back to the spectator turning bashfully aside from Jupiter, 
^^^B* whose head only is seen emerging from the cloud, as he bends 
^^^H forward to kiss her while bis arm cncirclos her waist. It is 
^^^H not clearly ascertained whether this picture was also painted 
^^^B for Charles V., though it aecmtt highly probable. It was 
^^^B bought of the sculptor Pompeo Leoni, who appears to have 
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obtaineil it from Philip II., for the Emperor Rudolph II. It 
escaped tho fate of the Leda by being sent to Vienna instead 
of to Prague. Iwo old copies are known of this work— the 
one at Berlin, mutilated as we have seen by the Duke of 
Orleans, and another called A Dream, in the posaGssion of 
Count Gonzaga di Novellara. 

Critics invariably call attention to the simplicity of Allegri'a 
composition. He seldom attempts an elaborate subject or, at 
least in an easel picture, one requiring many figures. His 
evident aim in every subject, whether sacred or mytbologic, 
ia to represent it with the utmost grace and physical beauty 
possible, and he cares but little for the correctnesj of 
the. acceasoriea. It is but seldom indeed that he troubles 
himself with any deeper significance in his compositions 
than the most perfect rendering of sensuous beauty, and 
it is therefore wiLh some surprise, although such works 
were much in fashion among painters of that time, tliat 
we find tint his latest -works were allegories. Two of 
these are now in the Cabinet de desteins of tho Louvre. 
These are painteil in tempera on linen, and are the only ones 
extant in that stylo by Allegri. They are companion 
sketches, and represent — one the Triumiih of Virtue, the other 
Vice with the Pasnione. In the first of these Virtue, a noble 
woman fully armed, is leaning upon a broken lance, while 
she is being crowned by Victory, Another female figiire 
seated somewhat below Virtue, and holding in her hand a 
sword and bridle, represents Justice and Moderation. Wis- 
dom is typified by a young woman more in the background, 
who, with one hand is measuring a globe, and with the other 
pointing to the distant landscape. Three figures float in the 
air above tlie group, tho goddesses of Fame and Eenown, and 
one of Correggio's favourite Putli leans against Wisdom. 



Vice Hiuhr llie Yoke of the Pitsaioiis is shown liy a mikad uian 
tound to a tree, to which be is being still mora firmly faateneii 
by a woman who ia fliipjioaed to represent Habit. Hehind him 
Btanda Voluptuouaneaa, a coarsR senauai-looking figure, who, 
by playing a flute nloaa to hia ear, prevents him from pajing 
heed to the reproaches of Cojiscieaue, ur from noticing the 
vipers in her hands, which are stretching out their necka to 
liini. A difierent atnge of vice ia seen in the laughing boy 
satyr in front holding a bunch of grapes. 

These sketches were no doubt painted for Isabella Gonzaga, 
Marehese of Mantua, aftnr Allegri had finished the orders 
from her son Federigo for the pictures intended for Charles V. 
Thia lady is known to have taken great interest in art and to 
have left a valuable collection of paintinga. She died in 
only a few years after Allegri, and ia the catalogue 
then made of the works of art in her possession, these pictures 
are mentioned. They pasaed, probably in company with the 
Antiope, into the collection of Charles I., and from thence to 
France. A repetition of the Trinm/ih of Virtue with some 
alterations is in the Doria Gallery at Rome : this ia likewise 
painted in dietemper, and has a peculiar value from its being 
infinished, and so revealing the artist's method of laying on 
his colours. IIo is here seen to have produced the wished 
for effect in a very early stage, though, as we know, this did 
not prevent him fi-om finishing moat minutely afterwards. 

I He has laid over the canvas a preparatory coating of warm 
brows. The figures are in different stages of progress — some 
are only sketched in red : another haa a coating of black and 
white ; a third — the figure of Virtue^is painted in white and 
a brownish black. Only one head is quite complete. 
This unfinished replica ia the last work of the great master. 
According to a legal document dated June 1 5th, 1 534, Allegri 
^- 



I 



68 CORREGGIO. 

accepted a commission from Alberto PuaciroU to paiut a 
largo altar-piece for the church of Sant' Agoatino ia Cor- 
reggio, but the same document records that the sum of twenty- 
&ve acudi paid in advance, had been restored by Pellegrino 
Allegri, on his son's death without completing the agreement. 

The following is the account given by Vasari of the painter's 
death : — " It is related that being at Famia, and having there 
received a payment of sixty scudi, the sum was given to him 
in copper money, which he, desiring to carry to Correggio for 
some particular demand, loaded himself witha! ; he then set 
forward on foot for his homo. The heat being very great at 
the time, Antonio suffered much from the burning sun, and 
sought to refresh himself "by drinking water, hut a raging 
fever compelled him to take to his bed, and from this he 
never raised hia head again, hut departed from this life to 
another, being then in the fortieth year of his age, or there- 
about." We have already seen that this account, which 
apparently rests on the vaguest traditions, is quite inconsistent 
with what is kno^vn of the position and character of Allegri. 
It is besides rendered impossible by the fact that the weight 
of such a sum in copper would be equal to between three 
and four hundrediveight ! 

We are able then confidently to reject this fable, hut we 
have no trustworthy evidence to give in its place. The 
parish records of the Franciscan church of Correggio record 
the great master's death on March 5th, 1534, and this is all 
that we know about it. The fact that he had lately under- 
taken a new commission, and that there had been no falling 
off in his powers, tend to show that his illness could not have 
been a long one. He died at the age of forty, leaving, so far 
as we know, one unfinished picture in his atudlo and having 
one unexecuted order on hand. 
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?Iie great painter was buried with the utmost eimplicity 
in what was probably the famUy bmying-place — an ex- 
terior cross-passage of the church of San Francesco. A 
wooden tablet was erected to his memory bearing the words : 
Antonino db Allbgkis, Pictor. In the seventeenth centm-y, 
as a consequence of the ardour arouaed by the eathuaiasra of 
the Carracci, a subscription list was opened to raise a monu- 
ment worthy of such a great master. It failed however to 
elfeot the purpose, as only forty scudi were collected. Some 
years later a priest, Giralamo Conti, replaced the wooden 
tablet by a stone one, and in 1687 the commonalty of the 
town again bestirred themselves, and this time went so far as 
to draw up a contract with a sculptor, who was to execute 
the monument. Ky some means however, incomprehensible 
to us, the scheme again fell through. Father Resta, in the 
interests of liia collection of drawings, tried once more to 
brin th bj t n th i j. b t th t icceas. Before 

d th h I Ihadb altered, and tlio 
as pa t m d to another place 

d b tht tlast hen in 1786, Uie 
ht f t d bt was felt as to 

t w th t h -ever did their 
by d la th t th remains which 

) d t b 1 t th great artist by 
"in t rt bl t tun ny Th y t k th m up with the 
greatest care, sent the skull to the Academy of Modcna and 
placed the rest of the bones in au um in the Senate House of 
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trace of decline can be seen in any of liia later pictures, dSb 
nt the sarae time it is difficult to imagine any improvement 
in the physical beauty, he so well depicted, and there is no 
sign visible anywhere of an attempt after more Bpirituality. 
'i'lie general o]iinion, therefore, seems reasonable that he had 
attained the highest perfection he waa capable of reaching, 
and that any change would iiave boen for the worse. 

Had he lived longer, there is little douht that liis nam^ J 
which had lately begun to spread among the art-patrons in Italy,. I 
would have become widely known, and in a few years' timO'J 
the celebrity he so little courted would have come to hinfjl 
unasked. Dying at the age of forty, however, it at firet.'^ 
seemed as if his fame were destined to die with him, 
had founded no school, and during his life there were few 
painters who could be said to have modelled tlieir style 
on his. He had indeed brought up his son Poroponio as 
a painter, but as he died ivheu this son was only twelve 
years old, he could have taught him but little. Each 
year, however, that i>aased after Correggio's death seems to 
have increased his influence over painting. This infiuencu 
however coming as it did when painting had already reached 
its highest development was of little real use. The admirers 
of Correggio, like those of Michelangelo, by the imitation 
and exaggeration of his style, only succeeded in bringing on 
more ra]pidly the decay of art. 

Little is known of the subsequent fate of the great painter's 
family. Several pictures by I'omponio Allegri are preserved 
in the Academy at Parma, and in a chapel at the side of tlie 
grai d d m tl th dral ] t d by i f th th a 
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consideraljle beauty, and suggest the idea thnt Pomiionio must 
have made free use of the designs and sketchca left by hia 
parent. Pomponio was not much greater an a man of buaLness 
than as a painter for lie seeina aoon to have been in jieciiniary 
difficulties, although he began life in comfortable ciroum- 
atancea with the money left hiin by hia father and grand- 
father. His father's reputation too had aecnred him the 
favour of the princea of Correggio as well as many com- 
missions from other patrons of art. 

The date of Pomponio's death ia not known, and it is only 
suppoaition, which indicates a certain Antunio AUegri, a door 
and window painter, as a son of Pomponio and grandson of 
the great Correggio. Of hia daughters' fate no trace haa been 
found. Little interest was at first felt iq, the subject and 
when at hist the inhabitanta of Parma and Corceggio awoke 
to an understanding of the merits of the great man who had 
passed hia life among them — his dwelling-place, hia family 
and all personal remembrance of liim had disappeared. 

The great«flt painter influenoBd by the manner of Correggio 
was undoubtedly Francesco Maizola, called Parmigiano, or 
in Italy, to distinguish him from others who were also 
natives of Parma, Parmigiauiuo. He waa bom at Parma in 
1504, and as liis father died when he was a child, he was 
brought up by two unelea with his cousin Girolumo Bedola 
Mazznla. Both uncles and nephews were paintcra, and all 
seem to have been deeply influenced by the new style of 
painting introduced by Correggio. 

Francesco Mazzola was at a, most impressionable age while 
Correggio was executing hia great works in Sun Giovanni 
and tlie Cathedral, and although he waa never an actual 
scholar of the great master, yet ho probably learnt as much 
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from workijig under liim, and endea\ ounn^, to copy hiB 
manner, as if he had entered his studio as a pupil Iiothing 
but real genius saved him from hecoming d mere imitator 

In 1523, Parmi^iaao went to Eome, iihure his works were 
much admired — the mors so doubtless that Coireggio was 
unknown there at that time. The Pope, Clement VII., 
especially appreciated his works, and the young painter pre- 
sented b'ni with several of his finest productions. Among 
these was a curious portrait of himself as seen in a convex 
mirror, the glassy surface being well preserved. 

He rose rapidly in favour at the Papal Court, and was in 
hopes of receiving the commission to paint a wall of the 
Vatican, that had just been prepared for frescoes, when, in 
1527 all art work in Komo was suddenly interrupted by the 
siege and sack of tlie city by the troops of Charles V. uniler 
the Constable de Bourbon. Most of the painters fled while 
there was yet time, but Parmigiano, trusting as wq cannot 
help thinking, to the eflect that might be produced by 
imitating the conduct of the Greek painter Protogenea at the 
siege of Khodes, remained at his post painting diligently. 
He is said to have been engaged on the largo altar-piece of 
the Madonna aiwl Child with St. Jerome now in the National 
Gallery of London, when the soldiers burst into the room 
bent on plunder. They were fortunately accompanied by an 
ofhcer, who was so struck with admiration that he allowed 
the painter to ransom his effects by the present of a few 
sketches. This did not suffice, however, with the next band 
of soldiers that arrived, and lie was at last forced to fly, robbed 
of all that he possessed, except his talent. 

He went to Bologna, where he was soon bard at work 
making etchings from his own designs, lu this he was 
most successful, and the fifteen plates executed by him, show 
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e true artist's work. M. Dupleseia, ia his " Histoirs de la 
[ Gravure," says : " Francesco Mazzola succeeded, in obtaiuing 
t effects unkEOwn before him. The plates which he signed, 
drawn with elegance and distinction, while they show a 
certain corelessuess for the purity and fineness of the execu- 
tion, repeal all the (qualities of the painter — gracefulness and 
i a sort of peculiar beauty which does not interfere either 
J with bold outlines or with tall and graceful forms. They 

■ «1bo show a knowledge of chiaroscuro which was unkiion'n to 

■ his predecessors in engraving." 
The reiaainder of Pannigiaoo's life is very sad. He was 

I jCobbed of some of his designs and tools by a friend, who was 

I helping him, and he then returned to painting. Many of 
his chief easel pictures were exeouted during his stay at 
Bologna. He seems, however, to have been dissatisfied with 
himself and his own work, and to have tried iacessiintly to 
find out a new career in painting, in which Jie should not be 
a mere imitator of his predecessors. So he forestalled the 
Carracci by an attempt at eclecticism, which failed, as those 
attempts are apt to fail. The mighty forms of Michel- 
angelo do not suit well the Correggesiiue gmce which he 
3ught to engraft on them. He even tiied to improve the 

^tender grace and delicate finish he had learned from Correggio, 
d thus too often rendered his figures affected, or spoiled their 

[" Bymmetry by making them out of proportion — as ia the Ma- 
donna del Col luugo in the Pitti Palace at Florence where the 
neck of the Virgin ia so long as to be almost a deformity. 
The painter was keenly alive to his own shortcomings, and 

I it seems to have given him a distaste for his art. On his 
Teturn to Parma in 1531, plenty of commissions awaited him ; 
Correggio had retired to end bis days in his native town, and 
Parmigiano was without a rival in the city. He was at once 
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engaged to paint a chapel in the church of La SteccaU, and 
received half the money in advance. Delays occurred about 
the erection of the scaffolding, and tho artist undertook and 
ssecuted private commissions in the meantime. At last ha 
began his work and painted in the church the frescoes of 
Atlom unci Eve, and the Moses hivakinf/ ike Tahlits nf Ilia 
Law which Sir Joshua Eeynolda highly admired. Again 
the painter abandoned his work, and was at lost arrested for 
not having fulfilled his contiaot. However, as it appeared 
that the artist could not well complete his irescoes while in 
prison, he was grudgingly released after having given a solemn 
proinise that he would now really finish the work. Instead 
of doing BO, however, he fied to Casal-Maggiore, where he 
died soon after of a violent fever in 1540, attlie age of thirty- 
seven — the same as that at which Raphael died. The evident 
failure of the latter part of liis short life has been attributed 
to various causes. It has been said that he gambled — hut this 
was disproved by his Parmeso biographer the Padre Affo — 
and that he wasted his time in researches after the Philoso- 
pher's Stone — and this seems more probable. Chemistry, or 
what passed for chemistry, was one of the subjects tlien 
exciting most interest, and to an eager mind like Pannigiano's, 
always seeking for some new way in which to distinguish 
itself,' it would have special attraction. His chief works 
are the frescoes in the churches of San Giovanni and the 
Steeeata at Parma ; a Holy FamUi) and his own Portrait in 
the UiiBzi Gallery ; the Madonna with the long reck in the 
Pitti Palace at Florence ; the Virgin and Cliild milh St. 
Margaret, at Bologna — which is generally considered bis finest 
work — and asmall repetition of which is in the Louvre ; Virgin 
and Child leith Saiiitit, and Madonna with the Bom in the 
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pi)rosdea Galleiy, and Cupid maldng hU Bow at Yienna. 
1 This last was long attributed to Correggio. 

Of other followers of Correggio the hest known are : 

I ■Francesco Capblli who afterwards settled in Bologna, and 

> who acquired so much of his master's style as to have one 

of his pictures, a St. Sebastian at hia native Sassuoio, 

attributed to Correggio ; Giovanni Giarola of Keggio— a 

fresco painter, who acquired something of his master's 

delicacy in execution, though his drawing ia haaty and 

careless J Antonio Debniebi (1516 — 1565), a miniature 

L painter, who from being called " da Correggio " to distinguish 

I Wm as a pupil of the great master has sometimes been con- 

L founded with the master himself ; EBKNAKDiKoGATTr(1495 — 

I 1675) ualled II Sojaro, the cooper, from the trade of his 

[ father. No paiiitings by Gatti are to be found in the 

I. Acadeinyat Parma, but Hh-t, a German writer, says of his 

L works at Kaples, that "they are composed willi the dis- 

1 CTetion of Leonardo, designed with the learning of Michel- 

f angelo, inspired with the breath of Raphael, coloured with 

I the fresh tone of Titian and transfused with the chiaroscuro of 

I CoiTeggio." VasarialsospealisofSojarointermaof praise, but 

[' not quite so high-flown as those of Hirt. Giorgio Gasdini, 

[ who appears to have been highly thought of in. Parma, and 

r who completed the dome in the Cathedral, a small portion o£ 

I which Correggio had left unfinished. 

greatest painters who were influenced by Correggio's 

L Btyle during his hfetime were Piancesco and Girolamo 

I Mazzola and Girolamo da Carpi, of whom Vasari says that 

one of Correggio's works — Ckrint apiiearing to Mmij Mwjda- 

isess itself of tlie heart of Girolamo that he 

I. tould not satisfy himself with copying it, and at length act 
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off for Modena to see the other works of Correggio in that 
place." Here he saw the Marriage of St CatTierine, now in 
the Louvre, and the Madonna of St George, now at 
Dresden. He then passed on to Parma, where he copied the 
frescoes in the Cathedral and in the church of San Giovanni, 
and his style became thoroughly Correggesque in character, 
though he was never a scholar of the master himself. 
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I. Frescoes in Parma, 
ic Cathedral. 

ABHumption of the Virgin ; the tWBlyo ApofltloH : tho Tour 
Fatran Saints of Parma, Joho the Baptist, ThomBa, Hilary, 
and Bernard [on the dome]. Fainted in 1526-30. An 
original sketch for this is in the JJe/mifoje, St. Peterebiirg. 
(Ml Qiovanni Evangelinta. 
AfloenBion of Chriat j with hia twelve Apostles ; the four Eran- 
gelista ; with the four Fathers of the Church [on the domel 
Paintid in lE>21-£3- [Water-colour copies are in the South 
Kensington Jfiucum.) Tke frieie of emblems tif the Evangc' 
UstSi and Puttij done in monochn^ojtiBt Wei's painted from Cor- 
reggia'e designs bj) his pupils Bonda/ni andForelli. 
St. John fovcr the door leading to the cloisters], 
'n the Convent of San Paolo (noui a school). 

DiEma [over the chimney-piece]. Mjthologio and allegoric 
fignree, in Btateen. lutiettea in mmiocftrorae ; and gixteen 
grovps of "Fatti," in medallions [on the iiavXtei ctQxng]. 
Painted in 1518-19. {Water-ooltivx eir^s inay he seen on the 
south-west staircase of the Soutk Sensingtim Museum.) 
k tJie Palatio delta Pilntta. 
In tfte Library. 

Christ and the Virgin. [Pad ff the original painting of 
"The Coronation of tlie Virgin" executed in 152i on the half 
dome of the clwir qf San Oiovanni EvangeKsta, Parma .- re- 
moved inlSSinihenlhechovrwasailered. Oth^ portions are 
in the eolleefion of Lord Dudley. Copies of this wori by 
Agoslino and Annibale Carracci <nre in the Picture Oallery.] 
In the Pictme Gallery. 

Madonna ilellft Scala. [^Fonierhj hi the church of the 



the Picture Gattcrij. 
Madonna delUt Scala: originaliy painted in 151S} oii«r tha 
Porta Eoni07io.] 
AnDucaiation. {^Formerly in the church of tha AnnMniiaia, 
in Pnnna.] 



II. Easel Pictubes. 
A. Sacked Subjects. 

Adoration of tbo Shepherds. " La Notte." Painted in 1522-30 for 
Alberto Fratnnero/or San Pronpera at Reggio, vihick noic only 
poeseiaee a copy, Tha original ie in the Dretden Gallery. 

CbriBt'fl Agon7 in the Garfen. Ferliaps painted ahmt 1525. The 
original in at Apeley Bouse : enpies orfl in the National Oallery, 
the V^i, Florence, and the Madrid Qallery. 

Christ niid the Magdalen. (" Noli me tangere.") Painted about 

/ 1519. Doubted by Dr. Meyer. In the Madrid Qallery. 

Christ presBnted bj Pilate to the People. (" Ecce Homo.") Probably 
jiatnCsd about 1530. J!)r. Meyer and olkera doubt ite wuthenti- 
citvi '"'' "'' ugree that it is the design of Correggxo'. In the 
National Oallery, London. An old copy viae bought bif Meears. 
ColnaghifoT £273 at the Hamilton Palace BaU, July 1, 1882. 

ChriBt monmed hy tlio Vii'gin (Piati). Paint&l on linen in 1523-24 
forPlaeido dtl Bono for his chapel tit San Qiovanni EtiangelisCa, 
Forma. In the Farina, Oallery ; a copy is in the Madrid 
Qallery. 

" Madonna delln Ceata." {" La Vierge an panier.") Probably painted 
□boiil 1520. Tlie original is in the National Oallery : on old 
copy is in tha OvXieich College OalUry, and another in the 
Madrid Qallery. 

" Madonna del Coaiglio." ("La Zingaj^lln.") Probably pointed in 
1620. The wiBinal is in the Naples Gallery. A similar pictai-e 
is inlka Belvedere, 7icntio, 

J< Madonna of St. Francia." ( Uadonnn and Child with SS. Fiancia and 
Anthony of Padna, and SS. John tha Baptiat and Catharins.) 
Painiad in 1514-15/Dr the Minorite Charck at Correggio. Cor- 
reggio's earliest viork. Signed Aktoius de Aliqbis P. In the 
Dresden Gallery, 
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" Madonna oE St, Geni^." (Wadoima aud Child with SS, Geminianus 
and John the Baptiat, and SS. Peter Martyr and George.) 
Perhaps pavaUd in 1530-33 /or the Brotherhood of Son Pietra 
Slartire in Xodeiia. lu the Dresden Galler'j. 

'"Madonnfl di San Girolamo." ("8t. Jerome," " n Giorno." Ma- 
doDiia and Child with St. Jerome, the MagdaJei} and an Angel.) 
Painted in 1627.28 /or Donna BrtKetde Callafor Sant' Antonio 
Abbaia at Parma. The original is in the Parma Oallery. A 
copy, said to 6« 6y Lodovico Carracci, ie in Bridgviater House, 
ioTKion. 

•* Madonna della Soodella." (The Flight into Egypt.) Painted in 
1527-28, probably for San Sepolero, Parma. la Vie Parma 
GaUery. 

"Madonna of St. Sebastian." (Mftdonnn and Child with SS. Sebas- 
tian, Geminianns and Roch.) Painted in 1535 for the Guild of 
Bt. Sebastian for the clutpel of St. Gemmian/ue in the CaXhedral 
atModena. In the Dresden Oallery. 

t 1B19. 



1. Uadonna and Infant Cbriet, to whom an angel offers frait Fainted 
priibahly about 1519-21. In the Htrniiiage, St Fetersb'urg^ 
nilar pictures, also by Correggio, are in the Buda-Pestk 
Oallery and the Palazzo TDrlonio, Rome. 

irtjrdom of SS. Plaoidni and Flavia. Painted an Uncn in 1522-2'l 
- Placido del Bono for hii chajit.l in San Giovanni E'\'ange- 
Usta, Panaa. In the Pwrma Gallerg. 

■Myttic Marriage of Bt. Catherine. Painted in 1517 or 1518. In the 
Louvre. A eomewhat simitaT picture i» in the Sa^lea Oallery : 
by some critics said to be anly a copy by Lodovico Carracci, but 
more generally accepted aa a genvine work of Correggio, Old 
copies are in the Hermitage, St. Petersburg, and Bridgicaler 
Souae, London. 

'Heading Magdalen. Painted towarda the close of Oorreggio's life. la 
the Dresden GalUry. An old copy is in the possession nf Lord 
Dudley ! another, 6^ Criitofano Allori (mho copied it more than 
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BeposB in Egypt. In tie R^ji, Florence. Qoreeygia painted in 1514 
apictm-e of this subject /or the church of the FTOnciscans at Cor- 
Tegjio, proiaily by order qf Francesco Mtatari. Authorities 
differ ai ia toheihrr this Uffitipictare in actually his ovin work. 
AUf hoicev^j o^reB ttui-t it is his desigti. 

B. MtTHOLOGIC and AlIiBGORIO Subjbotb. 
Antiope with Cupid and Jupiter. Formerly coiled the " Sleeping 

Vbdhb." Painted abovt the middle nf Correggio's career. In the 

Loiwre. 
Apollo and MorejaB. Painted on Iha Kd (if a clavaein. In the Her- 
mitage, St, Petersbitrg. 
Danoe and the Golden Shower. Fainted for Charles V. In the 

Falasio Borgheee, Rome. 
Ganjmede carried off by an Eagle. Frobahly painted about 1530. .-1 

freeco tranaferred to convaH, formerly vn the Falazia Racca o( 

Novtllara. Dr. Meyer doubts its yenvintness. In the Modsi\a 

Qallery. 
lo and Jnpiter. Probably painted about 1530. In the Behedera, 

ri^nita. An old copy is in the Berlin ifuseum. 
Leda and Xympha anrpriaed by BvranB. Painted for Charles V. 

the Berlin M-useum. A repUea is in the Palazzo ~ 

Rome ! and an old cop-^ is in Ifte Madrid Qallery. 
Mercury inBtmcting Cupid in the presence of TennB. ("The 

Ednoation of Cupid.") Painied ahoat the midMe of Correggio'a 

career. In the National Oalleni, London. An old oepy of part 

of it is in tke Dulvich College Qallery 
Triumpli of Tirtaa. Painted in tempera on Uiien for Isabella 

Qoniaga ia 1533 In the Louvre, Ali vnjintshed replica is in 

the Falaizo Voi lo, Rjme 
Vice and tbe Pasaions Painted in tempeia on Unpn far Isabella 

Qontaya in 1533. in the Louvre. 
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;tri in have been paiiitei oiio«( 1520. 



Mar J Magdalen and Lacia. Bigned 
Doubted by Dr. Meyer a/nd other 
it a copy of a long-lost original. Htundler 
and C'orreggio's earliegl production. In 
i limilar pictv-re ie in the pariah church 



Mndonna aod Child with 
Antoniub Lj:tus 
cHtics, who conaid 
thought it geiiuii 
the Brera, Jfiioti. 
ofAlbinea, near R 

Madonna and Child with the Iniknt Bt. John, Considered by IWiioni 

to ha on« of Correggio'n earUest worka. In the Ambroeian 

aallery, Milan. 
Madonna and Infant Christ with SS. Cliriatopher, Miohaal and John 

the Baptist. Said to have been pointed about 1519. In the 

Fitli Palace, Florence. 
Madonna nndreseing the Infltnt Chriat. In the possession of the 

Marehcie Cesare Campari, Jfodena. 
Man driring two Mnles. Said to have been painted as a sign^board 
for an inn in the Via Flaminia-, Rome. At Stafford Souse, 

London. 



■rt. I-n the Dresdfn 



J FoFtrait of a Doctor. Said to be an early i. 

Gallery, 
IS. Peter, Margaret, Anthony of Padua and the Magdalen. Thought 

to be the sains as the painting of " SS. Peter, Martha. Leonard 

and the Magdalen" done in 1517. In Lord Ashburloii'a 

Collection. 
I Tengeanoe of Apollo on Mawijaa and the Fate of Midaa. Formerly in 

the posse3si(m of Duke Litta of If Han. Noui in the Harmitage, 



' It wonld take np much space to no pnr 
I wnrka in public and private coUections 
rounds to Coneggia. 
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